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A  GROUP  REPRESENTING  THE  “EDUCATION  OF 
THE  VIRGIN”  IN  THE  MORGAN  COLLECTION 
AT  THE  METROPOLITAN  MUSEUM 

UBJECTS  represented  in  art  varied  according 
to  countries  and  periods.  And  so,  for  instance, 
while  we  very  seldom  meet  in  France  with  the 
representation  of  Saint  Anne,  the  Virgin  and  the 
Infant  Jesus,  called  in  Germany  “Anna’s  Selbs- 
dridt,”  the  “Education  of  the  Virgin”  is  an  emi¬ 
nently  French  subject  and  almost  never  or  very 
seldom  do  we  find  it  outside  of  France.  In 
France  itself  the  subject  of  Saint  Anne  and  the  Virgin  was  in  use  dur¬ 
ing  the  whole  mediaeval  period,'  but  the  type  and  manner  of  the  repre¬ 
sentation  was  definitely  fixed  and  became  immutable  in  the  latter  part 
of  the  fifteenth  century,  at  the  time  when,  as  a  consequence  of  the  ex¬ 
tensive  popularity  of  saints,  the  vogue  of  “corporations”  and  “con- 
freries”  was  the  greatest.  Each  of  them  had  a  particular  saint  whom 
they  venerated.  Sometimes  he  was  supposed  to  protect  the  “confrerie” 
or  “corporation,”  at  other  times  he  was  shown  as  a  model  to  imitate. 

'AmonK  others  there  arc  two  examples  in  the  F’royes  Museum  dating  from  tlic  I4lh  C'cntury.  Sec 
Kocchlin  and  .Marquet  dc  Vassclot:  l,a  sculpture  h  Troyes,  p.  122. 
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Saint  Anne  was  among  the  model  saints  and  she  was  invariably  chosen 
as  patroness  of  “Confreries”  composed  of  mothers  of  families.  There 
could  not  be  found,  both  for  the  mothers  and  their  children,  a  better 
example  to  imitate  than  that  of  Saint  Anne  bringing  up  and  educating 
her  daughter,  the  Holy  Virgin.  For  “  .  .  .  she  who  did  not  find  any¬ 
thing  below  her  dignity,  who  did  not  disdain  to  teach  the  a.  b.  c.  to  her 
daughter  in  order  that  she  might  be  able  some  day  to  meditate  upon  the 

words  of  God . ”  was  an  example  worthy  of  imitating.^  And  in 

this  way  was  created  one  of  the  most  popular  subjects  of  the  late  medi¬ 
aeval  period  “The  Education  of  the  Virgin”  in  which  the  Child  spells 
with  the  tip  of  her  finger  the  letters  in  the  book  which  Saint  Anne 
shows  her. 

This  particular  instance  was  treated  by  artists  in  various  branches 
of  art  and  a  most  interesting  example  can  be  found  in  the  Book  of 
Hours  of  Anne  of  Brittany,  illuminated  by  Jean  Bourdichon,  in  which 
Saint  Anne  is  represented  seated  on  a  throne.  In  front  of  her  stands 
the  Virgin  with  folded  hands  looking  at  the  open  book  which  Saint 
Anne  is  holding  with  both  hands.® 

It  is  in  sculptural  representations,  however,  that  we  find  most  ex¬ 
amples  of  “The  Education  of  the  Virgin.”  The  one  from  the  Chateau 
de  Chantelle  made  for  Anne  de  Beaujeu,  sister  of  Charles  VHI,  is  the 
best  known  and  also  one  of  the  most  beautiful.^  The  group  in  the  J. 
Pierpont  Morgan  Collection  here  reproduced  (Fig.  i)  though  less 
known  is  of  equal  beauty  and  is  represented  in  the  same  traditional 
way.  Both  Saint  Anne  and  the  Virgin  are  standing  on  a  low  octagonal 
base.  Saint  Anne  is  seen  at  the  right  wearing  a  gown  in  the  fashion  of 
the  time,  gathered  and  girdled  around  the  waist  and  trimmed  with  a 
jeweled  border  forming  a  square  around  the  shoulders  and  below  the 
neck.  Over  her  gown  is  a  mantle  covering  her  back  and  right  shoulder 
while  gathered  under  her  left  arm  and  draped  in  front  under  her  girdle. 
Her  face  is  framed  in  the  folds  of  a  wimple  and  over  it  is  a  veil.  She  is 
supporting  an  open  book  with  her  left  hand  while  pointing  with  the 
forefinger  of  her  right  to  a  passage  at  which  the  Virgin  looks  with 
great  attention,  while  supporting  the  other  part  of  the  book  with  one 
hand  and  with  the  other  turning  its  pages.  She  is  represented  as  a 

“Emile  Male:  L’art  religieux  a  la  fin  du  moyen  age,  p.  204. 

^Illustrated  in  the  Book  of  Hours  of  Anne  of  Brittany  and  in  Emile  Male  L’art  religieux  a  la  fin 
du  moyen  age,  p.  204,  fig.  94. 

^This  group  is  now  in  the  Louvre.  See  the  article  by  Andre  Michel:  “Les  Statues  de  Sainte  Anne, 
Sainte  Pierre  et  Sainte  Suzanne  au  Louvre”  published  in  “Memories  et  Monuments  Piot”  1899,  vol.  VI. 
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young  girl,  her  loose  hair  falling  in  heavy  waves  over  her  back  and 
shoulders  and  having  a  garland  of  leaves  and  flowers  around  her  head. 
Dressed  in  the  fashion  of  the  time,  she  wears  a  gown  with  a  tightly  fit¬ 
ting  bodice  cut  in  a  square  in  front  while  the  skirt  is  full  and  slightly 
held  up  over  her  right  hip  under  the  girdle,  which  is  placed  low  and  has 
a  long  sash  hanging  down  in  front. 

This  group  executed  in  sandstone  and  measuring  57^  inches  in 
height  is  of  exquisite  beauty.  The  pose  and  bearing  of  Saint  Anne 
are  of  the  greatest  nobility  and  her  facial  expression  of  unsurpassed 
purity  and  kindness.  The  execution  of  the  group  is  of  the  simplest  but 
also  of  the  most  perfect;  the  hands  are  modelled  to  perfection  and  the 
garments  fall  in  flexible  and  harmonious  folds.  In  the  statue  of  Saint 
Anne  is  expressed  a  quality  of  affability,  serenity  and  tranquil  gran¬ 
deur  rarely  surpassed  in  any  sculptural  representation  and  in  her  bear¬ 
ing  full  of  nobility,  she  comm.ands  respect  as  well  as  love.  As  for 
the  Virgin  she  is  of  a  less  noble  type  than  Saint  Anne  but  has  neverthe¬ 
less  a  great  charm. 

The  provenance  of  the  group  is  not  known.  It  formed  part  of  the 
famous  Hoentschel  Collection  and  it  came  to  the  Metropolitan  Muse¬ 
um  through  the  generous  gift  of  Mr.  J.  Pierpont  Morgan.  To  find, 
therefore,  the  school  in  France  to  which  it  belongs,  we  have  to  pass 
through  a  process  of  minute  examination  and  comparison  with  other 
statues  of  the  same  period.  The  ones  with  which  it  shows  the  closest 
resemblance  in  conception  as  well  as  in  execution  and  spirit  are  the 
figures  from  the  Solesmes  Fmtombment  (Figs.  2  and  3)  executed  in 
1496  and  the  figure  of  Saint  Marthe  (Fig.  4)  in  the  Church  of  Saint 
Madeleine  in  Troyes  made  about  twenty  years  later  but  expressing  the 
same  particular  qualities  as  the  Solesmes  masterpiece.  This  repre¬ 
sentation,  though  dated,  is  the  object  of  a  great  divergence  of  opinion 
as  to  its  authorship.  Vlany  claim  it  to  be  the  work  of  Michel  Colombe 
basing  their  assertion  on  what  they  call  irrefutable  facts.  Paul  \’itry 
in  the  best  work  on  the  subject  is  against  this  attribution,  adding,  how¬ 
ever,  that,  conceived  in  the  same  spirit,  it  shows  many  characteristics 
of  the  art  of  Michel  Colombe.'  This  opinion  is  endorsed  by  M.  .An¬ 
dre  MicheP  and  in  fact  when  we  compare  the  Fntombment  with  au¬ 
thentic  works  by  Michel  Colombe  we  find  that  the  garments  of  the  fig¬ 
ures  from  Solesmes  are  fuller  and  that  the  figures  themseK’es  are  con- 

nUul  \  itr)  ;  .\lichcl  folombc  ct  l.i  sculpture  fr.iiu;;‘isc  "i  letups,  p.  .-ipy. 

^.Andri  .Michel:  llistuirc  dc  I’.Xrt,  vol.  IV,  p.  598. 
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ceived  in  a  more  realistic  spirit.  But  while  the  art  of  the  anonymous 
master  of  the  Solesmes  Entombment  appears  realistic,  it  is  a  realism 
completely  different  from  the  Flemish  realism,  for  example,  where 
every  detail  is  noticed,  emphasized  and  to  a  certain  extent  exaggerated. 
Here  on  the  contrary  everything  seems  softened,  simplified  and  in  a 
certain  measure  idealized.  There  is  an  admirable  balance  and  sense 
of  proportion  associated  with  a  perfect  understanding  of  nature.  The 
work  on  the  whole  is  a  most  representative  example  of  the  tendencies 
prevailing  in  French  art  at  the  time  in  which  the  purely  French  tra¬ 
ditions  of  the  thirteenth  century  came  again  into  life.  They  were  to 
a  great  degree  lost  during  the  fourteenth  and  fifteenth  centuries  but 
with  Michel  Colombe  and  other  contemporary  artists,  France  regains 
her  old  traditions.  She  then  abandons  the  too  realistic  Flemish  and 
Burgundian  search  for  life  and  expression,  which  she  had  practised  for 
a  certain  length  of  time,  and  replaces  it  with  a  perfect  understanding 
of  nature,  in  which  an  admirable  sense  of  proportion  is  brought  for¬ 
ward  and  all  unnecessary  details  eliminated.  The  region  of  the  Loire 
with  Michel  Colombe  and  his  School  best  illustrates  these  tendencies 
in  sculptural  representations.  But  outside  of  the  region  of  the  Loire 
there  were  other  parts  of  France  where  exactly  the  same  tendencies 
prevailed.  One  of  them  and  the  best  known  is  the  region  of  Troyes, 
which  in  the  first  half  of  the  sixteenth  century  developed  and  exagger¬ 
ated  characteristics  of  its  own  but  where  from  1500  until  about  1520 
we  find  examples  of  the  greatest  achievement  composed  in  exactly  the 
same  spirit  as  the  Solesmes  Entombment  and  some  of  the  other  mas- 
sterpieces  of  the  School  of  the  Loire. 

The  best  of  them  is  the  figure  of  Saint  Marthe  in  the  Church  of 
Saint  Madeleine  in  Troyes,  executed  about  1515  but  showing  the  same 
inspiration  as  the  figures  from  the  Solesmes  Entombment.  She  is  con¬ 
ceived  in  the  same  realistic  manner,  devoid  of  the  slightest  exaggera¬ 
tion  in  attitude,  bearing  and  expression.  She  is  dignified  and  calm, 
the  folds  of  her  garments  do  not  show  any  sudden  breaks  or  cracks  so 
common  in  the  Flemish  representations,  but  they  fall  logically  and 
harmoniously,  following  rythmically  the  movements  of  the  body. 
Among  other  statues  of  the  same  school  composed  in  the  same  way  is 
the  figure  of  Saint  Bonaventure®  in  the  Church  of  Saint  Nicolas  in 
Troyes,  showing  in  the  conception  and  in  the  execution  exactly  the 
same  qualities  as  the  figures  both  of  the  Solesmes  Entombment  and  of 

®See  reproduction  in  Paul  Vitry:  Michel  Colombe  et  la  Sculpture  de  son  temps,  p.  322. 
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Saint  Marthe.  The  same  can  be  said  of  the  group  of  Saint  Anne  and 
the  Virgin  from  the  Morgan  Collection  here  illustrated.  It  resembles 
in  many  particulars  both  the  Solesmes  figures  and  those  of  Saint 
Marthe  and  Saint  Bonaventure  from  Troyes.  The  conception  and 
execution  are  exactly  the  same.  There  is  the  same  sense  of  propor¬ 
tion,  the  same  nobility  in  the  bearing,  the  same  attenuated  realism 
in  the  composition  of  the  figures.  In  comparing  Saint  Anne  with  the 
figure  of  Saint  Vlarthe  we  find  the  same  freedom  and  elegance  in 
movement  and  the  same  attitude  full  of  nobility.  The  gowns  are  sim¬ 
ilar  and  their  folds  fall  identically  showing  straight,  deep  hatchings. 
The  way  also  in  which  the  mantle  is  draped  in  front  and  gathered 
under  the  belt  is  similarly  represented  in  both  statues.  The  facial  ex¬ 
pression  also  shows  analogies  but  these  analogies  are  even  more  ac¬ 
centuated  when  we  compare  Saint  Anne  with  some  of  the  figures  of 
the  Solesmes  Entombment  such  as  the  Virgin  or  I'vlar^’-  Magdalen.  As 
for  the  figure  of  the  Virgin  in  the  Alorgan  group,  as  we  have  already 
noted,  though  full  of  charm,  it  is  of  a  less  pure  and  perfect  conception 
than  that  of  Saint  Anne.  Her  attitude  is  less  simple  and  her  head 
slightly  bent  to  the  side  as  she  regards  the  letters  to  w'hich  Saint  Anne 
is  pointing  in  the  open  book,  shows  a  certain  affectation.  The  repre¬ 
sentation,  however,  on  the  whole  belongs  with  the  best  examples  of 
French  sculpture  of  the  time. 

The  group  is  labelled  in  the  Metropolitan  Museum  as  belonging  to 
the  School  of  the  Loire  of  the  early  sixteenth  century.  No  definite  ob¬ 
jection  could  be  made  to  the  attribution  as  in  its  conception  and  exe¬ 
cution  it  shows  many  characteristics  of  the  Solesmes  Entombment 
which  belongs  to  the  School  of  the  Loire.  On  the  other  hand  we  have 
seen  that  it  shows  the  same  if  not  a  closer  relationship  with  the  figure 
of  Saint  Marthe  of  the  School  of  Troyes,  which  in  her  turn  though  exe¬ 
cuted  about  twenty  years  later  shows  the  same  conception  as  the  figures 
from  Solesmes.  If  we  knew  the  exact  provenance  of  our  group  it  would 
be  easier  to  determine  the  school  in  I’ ranee  to  which  it  belongs  but 
taking  into  consideration  its  artistic  achievement  only,  we  would  be 
rather  inclined  to  group  it  with  the  statue  of  Saint  Marthe.  The  “Ate¬ 
lier  of  Saint  Marthe,”  as  Koechlin  and  Marquet  de  \’asselot  so  well  de¬ 
fined  in  their  work  on  the  'Troyes  Sculpture,  though  forming  part  of  tiie 
School  of  'Troyes,  does  not  show  tlie  t>'pical  and  exaggerated  features 
with  which  we  generally  associate  works  froni  that  region,  executetl  in 
the  first  half  of  the  sixteenth  century  and  later.  Saint  Marthe  and 
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figures  associated  with  her  are  as  we  have  already  said,  of  the  same 
inspiration  as  the  Solesmes  Entombment.  The  Metropolitan  group 
also  shows  the  same  inspiration  but  it  was  executed  at  a  later  date, 
probably  about  the  same  time  as  the  statue  of  Saint  Marthe,  about 
15 10-15 15.  Ill  grouping  it  with  this  statue  we  take  into  consideration, 
beside  the  resemblances  which  we  have  already  noticed,  the  style  of  the 
costumes  both  of  Saint  Anne  and  of  the  Virgin,  which  are  more  fre¬ 
quently  found  in  the  region  of  Troyes.  The  way  also  in  which  the 
Virgin’s  hair  is  arranged  over  her  ears  and  falls  in  heavy  strands  over 
her  back  and  shoulders  is  also,  to  some  extent,  more  typical  of  that 
school  and  it  is  interesting  to  compare  her  as  well  for  the  type  as  for 
the  costume  and  hair  with  a  number  of  statues  from  the  School  of 
Troyes,  among  others  with  the  Virgin  from  the  Troyes  Museum.^  An¬ 
other  favorable  factor  in  associating  the  Metropolitan  group  with  the 
“Atelier  of  Saint  Marthe”  would  be  the  great  predilection  shown  by 
the  artists  of  the  school  of  Troyes  for  the  subject  of  the  “Education  of 
the  Virgin.” 


^Koechlin  et  Marquet  de  Vasselot:  Lr.  Sculpture  a  Troyes,  p.  122,  fig.  37. 


GUSTAVE  COURBET  AND  HIS  COUNTRY 

The  subject  of  Gustave  Courbet’s  art  has  been  so  exhaustively 
treated  by  various  experts  that  little  remains  to  be  said  or  learnt 
about  it.  But  concerning  the  man  himself,  whose  appearance  during 
an  age  when  Ingres  and  Delacroix  (the  respective  apostles  of  classic  and 
romantic  art)  were  the  high  lights  of  their  generation,  is  such  a  baf¬ 
fling  argument  to  the  art  evolutionist,  there  is  room  for  endless  in¬ 
vestigation.  The  modern  artist  is  often  such  a  chaotic  product  of  new 
theories,  old  traditions,  fads  and  fashions,  that  little  of  the  original 
individual  survives.  Courbet  was  the  product  of  neither  an  era  nor  a 
school,  but  the  blossoming  of  an  entire  race,  of  generations  of  ances¬ 
tral  and  fully  matured  characteristics.  The  people  of  Franche-Comte 
are  a  distinctive  species,  with  qualities  that  the  foreigner  least  associ¬ 
ates  with  the  French  character —  a  sobriety  of  thought  and  speech,  a 
directness  and  general  stability  that  are  not  conspicuous  in  the  Pari¬ 
sian  or  Meridional  born.  And  Courbet  was  primarily  a  Franc-Com- 
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Gustave  Courbet’s  Birthplace,  Ornans 

From  a  pen  drawing  by  P.  E.  Valerio 


tois  and  afterwards  a  Frenchman  and,  as  such,  personified  the  robust 
independence  of  his  whole  race.  It  was  during  a  day  spent  among  his 
native  surroundings,  in  his  native  land,  that  I  realized  that  here,  and 
here  alone,  was  to  be  found  the  explanation  of  Courbet  and  his  indi\'id- 
uality.  In  the  very  character  of  the  river  Loue  that  he  has  immor¬ 
talised  with  the  passionate  love  and  sincerity  of  a  folk-song,  there  is  a 
curious  analogy  to  the  artist  himself.  For,  disdaining  the  ways  of  the 
conventional  river  which  begins  in  a  tentative  stream,  gaining  strength 
and  confidence  from  others  as  it  proceeds.  La  Loue  bursts  forth  with 
sudden  splendour  from  a  mass  of  rocky  structure,  now  breaking  its 
impetus  with  brilliant  cascades,  now  relaxing  into  a  calm,  rippling 
stream  that  flows  through  pleasant  meadows  and  fertile  valleys.  Such 
was  Courbet’s  irruption  into  the  world  of  art  and,  for  these  two  so  dif¬ 
ferent  aspects,  we  find  parallel  expressions  in  two  of  his  most  represent¬ 
ative  works  —  the  Casseurs  de  Pierre  —  a  \'er>'  battle  cry  of  ruthless 
realism,  this  —  and  the  sykan  creation  of  the  Remise  de  Chevreuils. 
I'or  pure  unflinching  realism,  an  impersonal  ‘Statement  of  one  of  life’s 
sordid  facts,  the  Casseurs  de  Pierre  is  unsurpassed.  We  feel  in  Con¬ 
stantin  -Meunier’s  miners  creatures  fashioned  by  the  same  Cod  who 
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created  the  artist.  To  be  impervious  to  their  dignity  and  pathos  is  im¬ 
possible  for  any  sentient  human  being.  The  stonebreakers  of  Courbet 
are  but  the  animate  part  of  the  toil  they  accomplish.  Any  sympathy 
they  arouse  is  entirely  to  the  credit  of  the  spectator. 

In  the  Remise  de  Chevreuils,  on  the  other  hand,  Courbet  has  pene¬ 
trated  the  intimacy  of  nature  and  nature’s  creatures  with  a  loving  in¬ 
sight  in  which  is  the  very  breath  of  Theocritus.  Every  gesture,  every 
attitude  of  the  various  deer  in  their  unpremeditated  grace,  reveals  the 
quiet  joy  of  the  animals  in  their  native  seclusion  and  security  from 
their  enemy,  man.  Courbet,  whose  understanding  of  their  habits,  their 
construction,  their  anatomy,  was  so  fundamental,  that  he  suggested 
these  without  effort  or  emphasis,  has  produced  more  celebrated  pre¬ 
sentments  of  them,  but  the  Remise  de  Chevreuils  surpasses  them  all  in 
poetic  quality. 

The  sentiment  and  refinement  of  which  he  gave  evidence  in  this 
work  are  singularly  absent  when  he  dealt  with  humans,  but  he  saw 
them  in  their  most  prosaic  aspect  and  here  he  delighted  in  the  glorifi¬ 
cation  of  the  commonplace.  And  yet,  in  all  this,  there  was  the  dogged 
pursuit  of  his  gospel  of  truth,  a  refusal  to  gloss  over  facts  or  try  to  see 
what  was  not  apparent  to  his  own  vision  and  apprehensions.  A  slight 
but  significant  demonstration  of  his  practices  is  furnished  by  an  inci¬ 
dent  described  by  his  friend  Wey.  The  two  men  were  one  day  in  the 
country  together  and  Courbet,  who  was  engaged  in  painting  a  distant 
scene,  had  laid  a  greyish  tone  all  over  his  canvas.  Presently  he  called 
upon  his  friend  to  tell  him  what  it  was  that  he  was  painting.  Wey, 
after  contemplating  the  distant  landscape,  replied  that  the  atmosphere 
and  distance  prevented  him  from  discerning  it  clearly.  “But  you,”  he 
added,  “have  represented  heaps  of  firewood.”  “That’s  right!”  exclaimed 
Courbet,  “they  are  heaps  of  firewood !  Now,  I  did  not  need  to  know 
that.  I  painted  what  I  saw  without  having  any  cognizance  of  what  it 
was.”  This  illustrates  very  aptly  Ingres’  definition  of  Courbet  as  “an 
eye.”  (ce  gar  con  la,  c’est  un  oeil). 

I  had  expressed  my  desire  to  visit  Ornans  to  an  artist  friend  in  Par¬ 
is  and  inquired  of  him  whether  there  might  be  a  chance  of  finding  there 
any  of  his  family  descendants.  I  learnt  that,  of  the  Courbet  family, 
there  was,  alone,  a  remaining  nephew  living  at  Ornans,  to  whom  my 
friend  volunteered  to  write  announcing  my  visit.  He  gave  me  a  few 
particulars  concerning  the  life  of  this  nephew,  who  was  the  son  of  Zoe 
Courbet,  the  youngest  sister  of  the  artist.  She  was  a  woman  of  an 
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intractable  and  excitable  nature  who  married  an  ardent  Bonapartist 
and  incurred  the  resentment  of  her  family  by  her  unsisterly  actions 
towards  her  communistic  brother,  secretly  informing  the  Swiss  au¬ 
thorities  of  his  presence  in  their  country  where  he  had  taken  refuge. 
She  neglected  her  two  sons,  sending  them  to  be  reared  by  peasants  and 
placing  them  later  at  a  semi-charitable  school.  Her  mind  became  to¬ 
tally  unbalanced  after  the  death  of  her  husband  and  she  died  in  the 
belief  that  he  had  been  spirited  away  by  her  enemies.  This  son  made 
an  unfortunate  marriage,  which  ended  in  a  complete  separation  from 
wife  and  children,  in  all  of  which  he  was  entirely  blameless.  He  re¬ 
turned  to  Ornans  some  twenty  years  ago  and  here  moored  his  exis¬ 
tence  —  living  with  two  aged  women,  distant  cousins  of  the  Courbet 
family  and  assisting  them  in  the  care  of  their  small  patrimony.  It 
was  Zoe  Courbet  who  posed  for  the  foremost  figure  in  the  Demoiselles 
du  Village  and  for  the  kneeling  girl  in  the  Cribleuses  de  Ble.  The 
former  picture  is  in  America  and  was  shown  at  the  anniversary  ex¬ 
hibition  of  his  works  held  at  the  Metropolitan  Museum  in  1919. 

The  railway  to  Ornans  is  a  mere  offshoot  at  Besangon  from  the 
main  Paris-Lyons  line  and  the  old  fashioned  “train-omnibus”  ambled 
along  in  a  desultory  manner  at  about  eight  or  ten  miles  an  hour,  giv¬ 
ing  me  ample  time  to  take  in  the  passing  country.  Some  French  writer 
has  very  aptly  described  this  part  of  Franche-Comte  as  “the  preface  to 
Switzerland.”  Without  attaining  the  spectacular  magnificence  of  the 
latter,  the  landscape  is  a  modified  version  of  its  oppositions  and,  in¬ 
stead  of  the  trivial  little  chalets  which  have  always  struck  me  as  a  curi¬ 
ous  and  jarring  incongruity,  the  small  rustic  dwellings  in  their  delic¬ 
ious  blending  with  the  surrounding  countr>',  seem  as  much  a  part  of 
it  as  the  native  vegetation.  Tunnel  succeeded  tunnel  and  we  emerged 
amidst  majestic  heights  of  rock  terraces  giving  a  mediaeval  appear¬ 
ance  of  walled  cities  and  fortresses,  and  soft  depths  of  verdant  valleys, 
clear  streams  coursing  over  the  stones,  cool  recesses  of  lichen  covered 
rocks,  all  gradually  veiled  by  the  waning  daylight.  The  gloaming  had 
melted  into  night  as  I  stepped  out  at  the  little  station  of  Ornans.  The 
distinctive  local  types  and  dialect,  the  dim  masses  of  the  dominating 
heights  that  hem  in  the  village,  completed  the  sense  of  isolation  experi¬ 
enced  as  soon  as  we  had  dropped  out  of  the  main  railway  line.  After 
a  night  passed  in  a  rough  hostelry,  I  found  a  short,  slightly  bent  figure 
awaiting  me  outside,  which  I  immediately  recognised  as  the  Courbet 
relative  to  whom  my  friend  had  recommended  me.  With  his  grey 
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spreading  beard,  his  simple  village  attire,  his  country  stick  and  wide- 
brimmed  hat  which  he  kept  almost  constantly  in  his  hand,  he  might 
have  stepped  out  of  one  of  Jean  Jacques  Rousseau’s  books.  Strangely 
unlike  the  harsh  type  of  the  Franc-Comtois  country  folk,  he  bore  the 
impress  of  one  whom  life’s  rebuffs  have  crushed  but  not  soured.  But 
I  noticed,  as  we  passed  through  the  village,  a  warmth  of  tone,  a  kindli¬ 
ness  of  glance  in  the  greetings  he  received,  that  testified  a  general  sym¬ 
pathy,  for  it  is  well  known  among  the  villagers  that  the  resentful  Juli¬ 
ette  Courbet,  who  acquired  great  distinction  through  the  paintings  of 
her  brother  that  she  left  to  the  French  government  and  the  fact  of 
being  his  sole  legatee,  left  all  her  money  to  strangers  and  flatterers,  re¬ 
serving  but  an  insufficient  pittance  to  her  sister’s  offspring. 

A  recent  ceremony  had  taken  place  —  the  inauguration  of  a  me¬ 
morial  tablet  placed  upon  the  house  in  which  Courbet  was  born.  This 
is  a  simple  two  storied  middle-class  dwelling,  shut  off  from  the  street 
by  a  high  wall  on  one  side,  the  front  with  a  stone  staircase,  facing  a 
garden  well  stocked  with  fruit  trees.  After  reading  of  the  bitter  humil¬ 
iations  heaped  upon  the  unfortunate  artist  during  the  latter  part  of  his 
life,  it  was  interesting  to  note  the  distinguished  names  that  figured 
among  the  committee  list.  Equally  significant  were  the  two  facts  cited 
by  M.  Leger,  himself  a  Franc-Comtois  and  one  of  the  great  authorities 
upon  Courbet,  at  whose  instigation  this  tardy  tribute  was  rendered  to 
him.  He  wrote  in  the  local  publication  “Franche-Comte  et  Monts 
Jura,”  “The  Louvre  has  to-day  to  deplore  the  indifference  of  its  direc¬ 
tors,  who  abandoned  the  Casseurs  de  Pierre  to  the  Dresden  Museum 
and  refused  to  purchase  for  20,000  francs  the  Atelier  for  which  it  was 
recently  obliged  to  pay  the  neat  little  sum  of  700,000  francs.”  Inci¬ 
dentally,  I  should  mention  M.  Leger’s  delightful  volume  of  “Courbet, 
selon  les  Caricatures  et  les  Images.” 

At  the  Mairie,  at  Ornans,  is  a  picture  which  has  a  painful  interest. 
When  Courbet  painted  the  Rencontre,  mockingly  baptised  by  his  de¬ 
tractors  Bonjour  Monsieur  Courbet,  he  little  guessed  that  he  would 
one  day  paint  the  picture  of  Courbet  in  Prison.  To  contrast  the  two 
presentments — the  artist  rejoicing  in  the  free  exercise  of  a  loved  profes¬ 
sion,  his  painting  pack  upon  his  back,  his  active  exuberant  figure  as  he 
advances  towards  his  friend,  with  the  dejected,  drooping  figure,  resting 
wearily  against  the  prison  bars,  is  to  gauge  the  whole  tragedy  of  Cour¬ 
bet’s  end.  A  little  excursion  he  took  into  the  sculptor’s  art  resulted  in 
the  Pecheur  de  Chavots  (a  characteristic  local  type)  which  occupies 
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the  centre  of  a  small  fountain  on  the  market  place,  pleasing  in  its  boy¬ 
ish  grace  and  spontaneity  of  attitude. 

We  crossed  one  of  the  rustic  stone  bridges  that  span  the  Loue,  so 
tranquil  here,  with  every  stone  and  pebble  showing  through  the  clear 
amber  of  its  gently  flowing  waters.  The  ancient  houses  at  this  spot 
look  as  if  they  had  slid  down  from  the  heights  to  the  water’s  edge  and 
checked  themselves  just  in  time  to  avoid  immersion.  Time  has  sub¬ 
dued  the  tiled  roofs  to  a  soft  dove-coloured  hue,  and,  here  and  there,  the 
vivid  touch  of  a  blooming  plant  at  one  of  the  decrepit  windows  lends  a 
note  of  life  and  gaiety  to  the  leprous  walls.  A  winding  road  led  us  up 
past  the  little  seventeenth  century  church  and  the  village  drinking 
trough,  and  my  guide  stopped  at  one  of  an  irregular  row  of  peasants’ 
cottages.  As  we  entered  an  old  fashioned  kitchen,  two  elderly  women 
came  forward  to  greet  the  visitor  from  Paris  with  an  unaffected  cor¬ 
diality  and  a  touch  of  deference  that  neither  diminished  their  own  dig¬ 
nity  nor  embarrassed  the  recipient.  I  was  shown  over  the  modest 
dwelling  (one  of  the  old  Courbet  holdings)  —  the  old  ladies’  bed-room 
leading  out  of  the  kitchen,  the  grange,  sunk  a  few  feet  below  to  the 
side,  which  housed  many  American  soldiers  during  the  war,  the  aban¬ 
doned  cow  stable  beneath.  Above,  on  the  second  floor,  sleeps  the  man 
of  the  house  and  here,  when  the  season  for  the  tending  of  the  vines  and 
the  preparing  of  the  soil  does  not  require  all  his  efforts,  he  still  finds 
keen  happiness  in  plying  his  former  craft  as  a  wood  carver  and  his 
work  grows  into  various  forms  and  fancies,  frames,  chairs  and  other 
objects  principally  of  the  Louis  XV  style.  I  remained  long  at  the  win¬ 
dow,  which  opens  onto  a  perspective  of  radiant  beauty.  The  spreading 
hillslopes  bared  their  patchwork  in  varied  greens  of  vineyard,  bean  and 
cereal  field  with  amourous  eagerness  to  the  declining  warmth  of  the 
late  summer  sun;  above  were  the  ubiquitous  rocky  walls,  partially 
verdure  clad.  On  one  eminence  rose,  erect  and  imperious,  the  “\’ierge 
du  Mont,”  on  another,  the  old  chateau  d’Ornans. 

An  invitation  was  extended  to  me  by  my  new  friends  and,  knowing 
their  usual  spare  regime  —  meat  being  but  an  occasional  luxury,  1  was 
especially  touched  at  the  bountiful  repast  provided.  1  tried  to  bring  the 
conversation  upon  the  topic  of  their  famous  relative,  but  his  memory 
has  been  obscured  by  time  and  the  pressing  questions  of  the  rain  and 
droughts,  the  grape  hardest  and  the  high  cost  of  living.  Their  girlish 
memories  bore  chiefly  upon  his  striking  appearance,  his  genial  ways  in 
the  company  of  friends,  the  musical  gatherings  he  lo\'ed  to  organise  and 


his  fine  bass  voice.  After  being  shown  the  potager  or  vegetable  garden, 
with  its  well  tended  plants  and  tile-capped  stone  walls,  wreathed  in 
clustered  vines,  I  was  taken  to  visit  the  quiet  little  cemetery  a  few  hun¬ 
dred  yards  further  up  the  hill.  It  is  more  than  a  year  since  Courbet’s 
body,  brought  from  the  Tour-de-Peilz  in  Switzerland  where  he  died, 
has  found  its  final  resting  place  here,  among  his  native  hillsides  which 
he  loved  so  well.  At  the  head  of  his  grave,  enclosed  within  a  chain,  is  a 
small  rough-hewn  headstone,  with  a  simple  inscription  to  his  memory. 
On  one  side  of  the  cemetery  lies  the  unamiable  Juliette,  interred  with 
her  mother  and  sister  who  died  young.  No  flowering  plant  or  loving 
mementoes  adorn  her  grave.  On  the  other  side,  quite  by  itself,  is  an¬ 
other  grave.  On  the  headstone  hangs  one  of  those  ugly  and  pathetic 
bead  garlands  so  much  in  favour  with  the  humbler  French  class,  with 
the  inscription  “A  notre  Mere.”  Two  blooming  rose  bushes  throw  a 
glamour  of  loving  thought  over  the  resting  place  of  Courbet’s  unfor¬ 
tunate  sister,  Zoe  —  the  testimony  of  a  filial  instinct  that  maternal 
neglect  and  indifference  could  not  extinguish. 

The  close  and  intimate  relationship  of  Courbet  to  the  land  from 
which  he  sprang  can  only  be  estimated  in  its  very  presence,  where 
every  detail  of  form  and  colour,  every  idiosyncracy  of  the  landscape  is 
a  silent  but  eternal  confirmation  of  what  he  has  related  to  us  in  his  art. 
His  robust  individuality  resisted  all  extraneous  influences  and  was 
stimulated,  but  never  modified  or  visibly  affected,  by  the  men  whose 
work  he  most  admired.  Boastful  and  bombastic  with  his  fellow  men, 
he  bowed  to  Nature  alone  and  made  himself  her  faithful  and  docile 
pupil.  As  such,  he  will  always  remain  one  of  the  striking  personalities 
in  the  annals  of  art. 
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Tagore  Helen 

Etching  by  Margery  Austen  Ryerson  Etching  by  Margery  Austen  Ryerson 


THE  ETCHINGS  OF  MISS  MARGERY  RYERSON 


The  degree  of  success  with  which  an  artist  succeeds  in  expressing 
in  his  chosen  medium  the  essential  individuality  and  special  sig¬ 
nificance  of  his  subject  has  much  to  do  with  the  aesthetic  interest  of 
his  product,  and  the  delicacy  of  Miss  Ryerson’s  graving  of  her  etchings 
of  children,  together  with  the  fine  sense  of  color  with  which  she  extracts 
from  the  printing  of  her  plates  unusual  subtleties  of  value,  are  unmis¬ 
takable  evidences  of  an  understanding  of  the  fairy-like  nature  of  child¬ 
hood  and  a  mastery  of  the  method  sufficient  to  enable  her  to  interpret 
it  with  exquisite  charm.  Rarely  does  she  wipe  a  plate  clean  before 
printing,  and  the  defination  of  line  therefor  seldom  impinges  upon  the 
indefinite  and  intriguing  rendering  of  form.  Thus,  wisely,  are  the  por¬ 
traits  of  her  little  “sitters”  finished  —  that  evanescent,  whimsical  qual¬ 
ity  which  is  their  pecular  trait  and  which  can  not  be  expressed  so  aptly 
suggested  as  to  be  quite  inescapable. 

Another  characteristic  of  Miss  Ryerson’s  etched  portraits  which  de- 
serv^es  consideration  and  establishes  more  permanently,  I  think,  her  po¬ 
sition  as  an  artist  of  exceptional  distinction  is  the  ability  to  execute  a 
convincing  likeness  by  means  of  the  figure  alone  —  the  face  not  really 
appearing  in  the  portrait  at  all.  Tiie  most  notable  example  of  this  sort 
is  the  Portrait  of  Tagore,  in  which  dress,  form  and  attitude  alone  sup¬ 
ply  the  material  of  a  surprisingly  convincing  portrait.  The  Brother 
and  Sister  is  another  example.  The  pose  of  the  little  girl  mothering  her 
baby  brother  acquaints  us  as  satisfactorily  even  as  a  glimpse  of  her  face 
could  with  the  essential  sweetness  of  her  character  and  loveliness  of 
facial  expression.  It  is  an  omission  in  a  portrait  of  little  account  it 
seems  where  otherwise  the  figure  is  an  adequate  interpretation  of  any 
personality,  for  the  imagination  of  the  spectator  subconsciously  rem¬ 
edies  it  almost  invariably — often  before  it  has  really  been  realized  at  all. 

Miss  Ryerson  chooses  her  little  models  from  among  the  inmates  of 
Church  schools  and  kindergartens  in  the  lower  East-side  district  of 
New  York  City  mostly  and  generally  etches  her  plates  direct  from  the 
model,  though  sometimes  the  figure  is  indicated  in  outline  on  the  metal 
with  a  lithographic  pencil  in  detei mining  the  pose.  Many  of  her  chil¬ 
dren,  however,  are  never  really  posed  at  all  but  simply  caught  at  their 
noon-day  nap  or  as  they  wait  in  the  nursery  for  their  busy'  mothers,  who 
come  for  them  toward  night.  As  a  consequence  they  have  about  them 
the  sensible  realism  of  life  and  a  very  intimate  human  appeal. 
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Besides  her  etchings,  which  have  been  exhibited  at  the  Chicago  Art 
Institute,  the  Toledo  Museum,  Grand  Rapids  Art  Association  and  the 
Morristown  (N.  J.)  Library,  Miss  Ryerson  has  shown  portraits  of  chil¬ 
dren  in  oil  at  the  National  Academy  in  New  York  and  does  some 
charming  sketches  of  them  in  pastel. 

LIST  OF  THE  ETCHINGS  OF  MARGERY  AUSTEN 

RYERSON 


Children,  done  in  Provincetown,  Mass. 
Brother  and  Sister  7"  x  10" 

Evelyn  jlU  x  SiV' 

Asleep  X  3 
Portuguese  Child  2j%-"  x  4%" 

Isaiah  and  His  Grandmother  4y^"x5^ 
Mary  and  Her  Brother  4  x  4A" 
Ben  and  His  Duck  8"  x  10" 

Sleeping  Child  2j%"  x 
(2  states) 

Vivian  4A''  x  7" 

Italian  Children  found  in  or  connected 
with  New  York  Day-Nurseries  and 
Kindergartens. 

Laughing  Child  3"  x  4" 

Child  in  a  Chair  4^^"  x  5^" 

Rosa  4"  X  5" 

Sleeping  Kiddie  4)4"  x  2%" 

Helen  4"  x  5" 

Angelina  6"  x  5)4" 

Tessie  4"  x  5" 

The  Swing  7"  x  10" 

Italian  Children  5)4"  x  4)4" 

Italian  Child  4"  x  5" 

Sound  Asleep  5"  x  4" 

Christmas  6)4"  x  7" 

Camela  4"  x  6" 

(2  states) 


Frances  2j^y"  x  3^" 

Irene  6>4"  x  8" 

Reading  8"  x  10" 

Nimfa  6/2"  X  7" 

Johnny  (Irish  Russian)  8"  x  6" 
Russian  (Johnny)  4"  x  5" 

Rosario  5)4"  x  6" 

Other  Subjects 

Motherhood  3%"  x  5^" 

Dressing  Mary -Joe  6)4"  x  8" 

The  Shawl  5"  x  7" 

Sister  542"  X  6" 

Dutch  Woman  5"  x  7" 

Mr.  Beangraver  and  Alary  x  8" 
Resting  8"  x  10" 

Tagore  (Sketched  from  gallery  of 
church  while  he  was  leccuring) 
444"  X  544" 

Fifth  Ave.  4)4"  x  6%" 

Old  Man  5"  x  6" 

Nativity  2jY'  ^  2)4" 

Head  of  Child  (or  Peter)  4"  x  2^" 
My  Great  Grandmother  (Taken  from 
her  daguerreotype)  544"  x  6" 

Child  6"  X  4" 

Start  of  Baby’s  Head,  No.  i.  4"  x  5" 
Start  of  Baby’s  Head,  No.  2.  3"x244^'’ 
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JOHN  TRUMBULL’S  PORTRAIT  OF  WILLIAM  ROGERS 


The  history  of  John  Trumbull  whose  portrait  of  William  Rogers 
was  shown  at  the  Union  League  Club  Exhibition  of  February, 
1922  is  too  well  known  today  to  require  repetition  here.  He  painted 
portraits  both  in  miniature  and  life  size  but  his  fame  as  an  artist  will 
endure  rather  as  the  painter  of  historic  scenes  illustrating  American 
naval  and  military  exploits.  He  gave  the  Art  Gallery  that  bears  his 
name  to  Yale  University  and  his  remains  rest  therein. 

William  Rogers,  whose  portrait,  one  of  the  best  examples  in  life- 
size  from  Trumbull’s  brush,  was  exhibited  at  the  Union  League  Club, 
was  a  shipping  merchant  of  considerable  means  in  New  York  in  the 
late  eighteenth  and  early  nineteenth  century.  His  business  seems  to 
have  been  mainly  with  the  West  Indies,  Martinique,  Santa  Cruz,  where 
he  had  a  brother  and  Anguilla,  where  he  lived  in  1785.  His  first  New 
York  address  is  at  57  Wall  Street,  but  he  later  moved  to  a  house  at 
about  102nd  Street  and  the  river,  his  property  extending  to  the  south¬ 
ward  almost  to  Stryker’s  Bay.  He  was  prominent  in  the  annals  of  St. 
Michael’s  Church  at  99th  Street  and  Amsterdam  Avenue  and  one  of  the 
three  trustees  who  held  the  property  until  the  church  was  built.  Born 
in  1761,  this  portrait  painted  in  1804  shows  him  in  the  prime  of  life  at 
forty-three,  a  man  with  fine  raven-black  hair,  and  a  florid  face,  brown 
eyes  and  regular  features.  William  Rogers  married,  November  17th, 
1801,  Mrs.  Anne  Cruger,  the  daughter  of  Peter  Markoe  of  Santa  Cruz, 
who  had  married  Nicholas  Cruger  of  New  York  in  1786.  They  had  no 
children  and  when  William  Rogers  died  in  1817  this  likeness  of  him  by 
Trumbull  was  left  to  Anne  Beloste,  an  adopted  child,  the  daughter  of 
friends  in  Martinique,  who  later  married  James  Taylor  of  Itdinburgh, 
Scotland,  who  lived  at  Albany.  At  her  death  the  portrait  became  the 
property  of  her  daughter,  Mrs.  Ward  Hunt,  wife  of  Justice  Y  ard  Hunt 
of  the  U.  S.  Supreme  Court,  who  bequeathed  it  to  her  neice. 


JOHN  JOHNSTON’S  PORTRAIT  OF  JOHN  PECK 


Among  the  early  American  portraits  sliown  in  the  Lhiion  League 
Club  Exhibition  of  March,  1922,  was  an  unusually  interesting  e.\- 
ample  of  the  work  of  the  rare  Boston  ariist,  John  Johnston,  born  in 
1752,  who  died  in  1818.  He  was  the  son  of  'I'liomas  Jolmslon  who  kept 
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a  shop  on  Brattle  Street  in  that  city,  where  he  sold  colors,  made  charts, 
did  engraving  and  the  like.  John  Johnston  served  in  the  Revolution, 
reaching  the  rank  of  major  and  was  an  original  member  of  the  Society 
of  the  Cincinnati.  Among  others  he  painted  portraits  of  several  his¬ 
toric  personages,  including  Increase  Mather  and  Samuel  Adams. 

John  Peck,  the  Boston  ship-builder,  whose  portrait  was  shown  at 
the  Union  League  Club,  was  the  son  of  Robert  Maynard  Peck,  who 
married  Sarah  Peck  of  Boston,  July  3,  1769.  Robert  was  the  son  of 
another  John  Peck  and  Sarah,  his  wife,  the  widow  of  still  another  John 
Peck.  Evidently  there  was  little  if  any  hesitation  about  intermarrying 
in  the  family.  John  Peck’s  father  who  is  called  both  “gentleman”  and 
“feltmaker”  probably  died  late  in  1781  or  early  in  1782,  as  on  January 
28,  1782  the  widow  was  appointed  administrator  of  his  estate  and  on 
December  6,  1782  William  Bryant  a  “trader”  of  Boston,  who  later 
married  the  widow,  was  appointed  guardian  of  Robert  Peck’s  four  chil¬ 
dren,  John,  Nancy  Brewer,  William  and  Robert  Maynard.  Nancy 
Brewer,  born  in  1771,  married  in  1793  Edward  Stow  of  Boston  and  she 
and  her  husband  were  both  painted  by  Gilbert  Stuart  in  Bordentown, 
N.  J.  in  1802  or  3.  Edward  Stow  gave  to  his  daughter  Caroline  Ade¬ 
laide  the  portrait  of  her  Uncle  John  Peck  by  Johnston  and  a  miniature 
of  himself  by  Benjamin  Trott.  This  gift  is  recorded  in  a  letter  now  in 
the  possession  of  Mrs.  Adelaide  Walton,  a  descendant,  of  Oakland, 
N.  J.,  the  former  owner  of  Johnston’s  portrait  of  John  Peck. 

A  number  of  the  portraits  formerly  attributed  to  John  Johnston  are 
now  believed  to  have  been  painted  by  Christian  Gullager,  the  Danish 
artist,  who  painted  in  Boston  after  1789  and  whose  portrait  of  Wash¬ 
ington,  painted  in  Portsmouth,  N.  H.  is  mentioned  in  Washington’s 
Diary. 
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THE  QUAINT  FRESCOES  OF  NEW  ENGLAND 


The  dislike  of  the  first  settlers  of  New  England  to  all  forms  of  or¬ 
nament,  scarcely  outlived  the  first  generation,  for,  though  about 
1639,  Rev.  Thos.  Allen,  of  Charlestown  was  summoned  before  the  court 
and  severely  reprimanded  and  fined  for  having  his  house  painted,  (al¬ 
though  the  sentence  was  revoked  when  he  proved  that  it  was  the  former 
owner  who  was  responsible  for  the  abomination,  and  that  he  also  dis¬ 
approved),  it  was  not  many  years  later  (1702)  when  the  selectmen  of 
Boston  actually  ordered  that  the  house  and  fence  of  the  “Fatten 
Schoolmaster”  be  painted ;  and  brightly  painted  and  gilded  signs  and 
the  royal  arms  appeared  in  the  streets  and  even  portraits  of  prominent . 
people  began  to  adorn  their  walls. 

There  seems  always  to  have  been  at  least  one  member  of  each  family 
blessed  with  some  artistic  ability,  which  displayed  itself  more  and  more 
in  plainly  painted  walls  of  a  red,  yellow,  or  white  ground  with  perhaps 
a  stenciled  border  of  small  figures  or  flowers  in  contrasting  colors ;  or 
the  figures  traced  on  the  sanded  floors  on  gala  days ;  or  the  hooked 
rugs,  brightly  colored  chintz  curtains  and  patchwork  and  finally,  with 
the  opening  of  the  nineteenth  century,  the  landscape  papers  and  fres¬ 
coes,  with  a  picture  over  the  mantel,  which,  though  frequently  crude,  is 
so  charmingly  ornamental  and  effective. 

Thus  New  England  became  a  rich  storehouse  of  colorful  home  dec¬ 
orations,  belieing  the  proverbial  bleakness  and  gloom  of  the  inhabitants 
of  this  rock-bound  coast. 

These  frescoes  show  unmistakably  the  innate  love  of  the  people  for 
the  beautiful,  and  their  appreciation  of  things  artistic,  which,  like  Ban- 
quo’s  ghost  could  not  be  suppressed,  even  with  the  severe  training  and 
penalties  of  the  forefathers.  In  fact,  native  American  art  really  began 
with  a  Puritan  and  a  Quaker — John  Singleton  Copley  of  Boston  and 
Benjamin  West  of  Philadelphia. 

These  early  frescoes  are  not  to  be  found  everywhere,  however — one 
must  search  diligently  for  them  (they  are  frequently  unknown  even  to 
the  neighbors),  even  like  other  antiques.  Finding  them  brings  its  own 
reward,  and  gives  as  much  pleasure  as  the  disco\'ery  of  a  fine  piece  of 
old  china  or  furniture,  only,  one  cannot  take  them  away.  How  many 
during  late  years  have  been  destroyed  or  hopelesslj'  defaced,  it  is  impos¬ 
sible  to  say ;  like  the  old  wall  paper  they  are  occasionally  found  beneath 
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modern  paper,  or  nearly  painted  over,  or  a  fragment  shows  on  a  par¬ 
tially  destroyed  wall,  or  again  they  are  so  scarred  that  only  a  small 
patch  of  color  is  seen  here  or  there. 

They  are  generally  in  the  hall  or  best  room,  sometimes  in  both  in  the 
same  house.  One  of  the  very  best  of  these  frescoes  is  in  a  house  in  Ber- 
nardston.  Mass.,  which  was  built  about  1812,  and  painted,  tradition 
says,  by  a  wandering  artist  thought  to  have  been  a  spy  or  deserter  from 
the  British  army,  who  spent  the  winter  of  1813  in  the  town,  exchanging 
such  artistic  triumph  as  this  for  his  board.  One  day,  it  is  said,  some 
men  in  uniform  came  and  took  the  artist  away  as  a  prisoner;  thus  he 
disappeared  as  mysteriously  as  he  came. 

At  different  places  in  the  Connecticut  River  valley  there  were  other 
frescoes  that  may  have  been  his  work,  while  the  same  characteristics  ap¬ 
pear  on  various  fireboards  and  on  the  sign  board  of  an  old  tavern. 

His  chief  work  was  this  room,  painted  directly  on  the  plaster  with 
what  appears  to  be  water  color.  The  walls  are  a  deep  cream  in  color, 
divided  by  oblique  lines  into  innumerable  diamond  figures,  each  one 
enclosing  a  strawberry  plant,  or  tulips,  or  other  flowers,  with  leaves  and 
tendrils,  all  in  natural  colors,  each  diamond  said  to  be  different.  There 
is  a  festooned  frieze  of  cords  fastened  in  scallops,  while  between  the  two 
front  windows  there  is  painted  a  large  vase  of  flowers ;  the  dado  below 
has  palm  trees,  all  bending  one  way. 

The  special  feature  of  the  room,  its  piece-de-resistance,  as  it  were, 
is  a  landscape  over  the  mantel  (Fig.  i ) .  On  its  left  appears  a  town  with 
high,  narrow  red  houses  with  steep  gables,  in  two  rows  one  above  the 
other,  not  unlike  the  old  Dutch  houses  of  Colonial  New  York  or  Al¬ 
bany.  Beneath  the  houses  many  white  sheep  in  a  row  are  stolidly  gaz¬ 
ing  towards  the  harbor  where  ships,  with  all  sails  set,  are  approaching 
the  town  over  the  blue  expanse  of  water.  Between  the  town  and  the 
harbor  is  a  hedge  clipped  into  many  curious  forms.  There  are  strange 
trees  beneath  which  people  are  walking  while  roadways  run  here  and 
there,  over  one  of  which  a  great  coach-and-four  preceded  by  a  traveler 
on  horseback,  is  approaching  the  town. 

This  has  been  called  Boston,  though  it  does  not  resemble  any  known 
picture  of  it,  and  might  as  well  be  New  York,  or,  if  we  consider  the  pal¬ 
metto  trees,  which  certainly  do  not  grow  so  far  North,  why  not  Charles¬ 
ton,  S.  C..^ 

Though  almost  as  brighc  as  when  newly  painted,  the  colors  are  har¬ 
monious  making  a  charming  whole.  There  is  the  added  fascination  of 
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guessing  the  name  of  the  town  also,  for  it  is  as  uncertain  if  not  as  re¬ 
mote,  as  the  hieroglyphics  of  Yucatan. 

Years  later  another  wandering,  carefree,  devotee  of  the  brush  wend¬ 
ed  his  way  through  the  towns  of  Westwood,  North  Reading,  and  Wake¬ 
field,  Alassachusetts,  and  probably  others.  Westwood  was  especially 
enriched  by  him,  as  there  are  yet  preserved  several  halls  and  rooms  dec¬ 
orated  by  his  brush.  These  also  were  painted  with  water  colors  on  the 
plaster,  and  represent  harbors  with  islands,  hills  with  houses  in  a  row, 
fields,  many  great  trees,  bushes  and  plants  in  natural  colors  which  are 
still  bright. 

One  hall  has  a  great  ledge  with  hunters  at  the  top  and  a  waterfall 
dashing  in  a  cloud  of  silvery  spray  down  the  length  of  the  staircase. 
Here  is  painted  the  name  “R.  Porter  1838,”  the  only  instance  of  a  sig¬ 
nature  on  these  old  frescoes.  On  the  opposite  side  of  this  hall  is  a  sheet 
of  water,  perhaps  a  harbor,  with  large  islands  in  many  shades  of  soft 
green,  while  to  one  side  is  an  early  type  of  steamship  named  “Victory.” 
In  another  house  the  hall  is  almost  identical,  a  steamship  here  being 
named  the  “Liberty.”  In  another  house  a  room  shows  the  same  fea¬ 
tures  with  variations,  while  several  others  in  the  town  have  been  com¬ 
pletely  obliterated. 

In  the  Wunn  house  in  Wakefield  are  similar  landscapes  and  houses 
although  painted  over  in  a  brownish  tone  in  1910 ;  but  fortunately  with¬ 
out  changing  the  scenes  in  any  other  way.  Here  over  the  mantel  (Fig. 
2),  we  see  the  same  gently  sloping  hill  with  the  selfsame  houses  at  the 
top  and  a  road  at  the  centre,  trees  and  ferns,  and  at  the  foot  of  the  hill 
two  men  on  horseback  wearing  tall  straight  hats,  are  galloping  towards 
a  large  house  at  the  left  with  the  usual  fence  enclosing  a  square  area  in 
front.  On  another  section  of  this  room  a  flock  of  sheep  is  quietly  graz¬ 
ing. 

In  an  old  house  in  North  Reading  now  known  as  the  Colonial  Inn, 
this  same  artist  painted  two  more  rooms  (I'igs.  3,  4),  one  now  painted 
over,  said  to  have  represented  Andover  Hill  with  the  buildings  of  the 
period.  \\  hile  in  the  Barber  house  in  another  part  of  the  town  the  large 
central  hall  is  likewise  decorated  in  brown  tones,  the  principal  scene 
representing  a  harbor  or  river  with  mountains  and  islands,  white  houses, 
great  trees,  a  full-rigged  shij'),  and  an  antique  steamship,  .\long  the  bot¬ 
tom  of  the  scene  are  the  usual  strange  plants  which  ina\'  be  intended  few 
the  silvery-green  niullen  and  great  ferns.  'Tradition  says  that  this  art¬ 
ist  also  followed  the  custom  of  the  other,  like  m,in\'  abroad,  luuing 
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painted  these  decorations  merely  for  his  board,  spending  the  winter,  at 
least,  in  Westwood. 

There  are  also  traditions  that  artists  were  sent  from  Boston  to  dis¬ 
tant  places  to  paint  such  decorations,  which  may  be  the  reason  that  so 
many  are  supposed  to  represent  that  city.  Their  durability  is  surpris¬ 
ing,  their  decorative  effect  charming,  the  colors  are  so  clear,  many  being 
but  slightly  marred  although  a  hundred  years  old,  in  houses  which  have 
had  many  tenants  and  doubtless  subject  to  much  abuse  and  neglect. 

In  the  Lindell-Andrews  (or  Barnard-Andrews-Perkins)  house,  in 
Salem,  Massachusetts,  another  unknown  artist  of  very  superior  merit, 
far  surpassing  the  others,  painted  the  walls  of  the  hall  with  wonderfully 
realistic  bucolic  scenes,  on  the  wall-paper  instead  of  the  plaster.  This 
paper,  like  all  very  old  wall-paper  was  put  on  in  pieces  varying  in  size 
from  2034  inches  wide  x  29^2  long  to  20  x  31  and  20  x  35^2,  etc.,  with 
small  pieces  fitted  in  here  and  there  to  completely  cover  the  surface  be¬ 
tween  doors,  windows,  and  corners.  The  paper  is  like  thin  cardboard, 
brittle  and  broken  with  age,  the  varnished  paint  forming  a  thin  skin 
which  has  cracked  exactly  like  that  of  a  very  old  oil  painting.  Ridges 
of  paint  and  brush  marks  are  plainly  seen,  and  even  a  few  hairs  from 
the  brushes  are  embedded  in  the  paint  and  varnish. 

The  bold  effects  of  color  and  composition  are  striking  and  even 
grand.  The  colors  are  natural  with  soft  greens  and  browns  of  many 
tints  and  over  all  the  effulgence  of  a  golden  sky.  Many  of  the  green 
tones  in  the  pictures  such  as  those  of  water  and  mountains,  as  well  as 
the  brownish-yellow  of  the  sky  and  clouds,  (which  were  doubtless  orig¬ 
inally  blue  and  white) ,  are  doubtless  due  to  the  effect  of  the  yellow  var¬ 
nish,  which  acts  like  a  veil  over  all,  subduing  the  original  brightness. 
These  pictures  are  unique,  not  only  because  of  their  excellence,  but  be¬ 
cause  they  were  painted  freehand,  in  oil  on  paper,  instead  of  plaster  or 
canvas. 

On  the  right  of  the  entrance  to  the  hall  (Fig.  5)  the  scene  consists  of 
lofty  mountains,  the  largest  of  all  rising,  a  gigantic  greenish-grey  mass, 
in  the  centre,  with  sharp  peaks,  like  those  of  the  Sierras  or  the  Andes ; 
below,  masses  of  brown  rocks  and  great  trees,  while  a  huge  bridge  of  one 
span  stretches  across  a  stream  of  greenish  water  with  a  shallow,  foamy 
waterfall  and  silvery,  swirling  ripples  beyond.  On  the  bridge  two  men 
on  horseback  only  accentuate  the  stupendous  mountains  and  ledges. 
Above  is  a  golden  sky  which  sheds  a  bright  glow  over  a  part  of  the 
mountain,  in  strong  contrast  to  dark  clouds  overhead. 
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On  the  opposite  side  of  the  hall  (Fig.  6)  is  a  fine  old  half-timber, 
thatched  roof  cottage  surrounded  by  tall  trees,  with  a  placid  brook  in 
front ;  on  the  right  bank  is  a  ruined  wall  partially  overgrown  with  trees. 
Beyond  this  section  is  a  mill  or  fortified  house  with  a  bridge  over  a 
stream,  in  a  window  of  which  a  woman  is  kneeling.  Down  the  stair¬ 
way  is  tumbling  a  great  waterfall,  the  outlet  of  a  placid  stream  above, 
with  men  in  canoes ;  more  cottages,  a  woman  and  children  and  great 
trees,  those  along  the  river  bank  being  pale  green  with  ver>'  prim  forms  ; 
then  a  long  bridge  which  leads  to  another  scene,  beneath  a  greenish- 
yellow  sky  with  great  greenish-grey  rock  masses  and  magnificent  trees 
and  low  rolling  hills  in  the  centre  distance,  below  which  is  a  seagreen 
lake.  To  the  right  (Fig.  7)  is  a  high  precipitous  hill  with  a  crest  of 
trees,  down  which  a  hunter  is  leading  his  horse,  while  two  others  are 
madly  riding  after  hounds  which  are  surrounding  the  fox  which  is  near¬ 
ly  brought  to  bay.  One  hunter  has  a  blue  coat,  another  a  white  one,  a 
third  a  red  one,  all  w’ith  yellow  breeches.  It  is  reminiscent  of  the  royal 
sport  of  England.  It  is  an  inspiring  scene,  vibrating  with  life  and  move¬ 
ment,  the  baying  of  hounds,  and  the  cheery  calls  of  the  hunters. 

Opposite  this  scene  is,  in  many  respects,  the  most  important  one  of 
all  (F  ig.  8) .  There  is  a  thatched  cottage  with  brick  walls  partially  cov¬ 
ered  with  stucco,  overhanging  and  surrounding  which  are  rich,  dark 
green  masses  of  foliage,  which  throw  it  into  strong  relief.  Beyond  the 
cottage,  on  a  lower  level  are  the  pale  green  tops  of  young  forest  trees 
which  stretch  away  to  the  ocean  which  is  partially  enclosed  by  a  distant 
headland.  The  dark  clouds  above  dissolve  into  a  golden  tint  below.  In 
the  cottage  doorway  are  grouped  three  women  and  two  children  in  the 
picturesque  dress  of  French  peasantry  of  the  last  centur>'’;  perhaps  one, 
the  old  mother,  the  others  wife  and  sister  of  the  owner,  who  are  regard¬ 
ing  with  clasped  hands  and  anxious  faces  a  man  who  looks  like  a  way¬ 
worn  traveller  dressed  only  in  shirt  and  trousers,  whose  right  hand 
grasps  a  staff,  while  with  his  left  he  points  to  a  ship  fast  sinking  in  the 
angry  waters  of  the  distant  sea.  The  figures  are  so  well  drawn,  the  ac¬ 
tion  so  dramatic,  the  colors  so  rich,  the  effect  so  striking,  that  this  one 
easily  exceeds  all  the  others  in  interest. 

Beyond,  the  last  scene  of  all  is  a  simple,  peaceful  idyl  of  pastoral 
life  with  grazing  cattle,  herders,  and  a  man  on  horseback.  E\’ery  scene 
proclaims  the  genius  of  this  unknown  artist,  who,  one  regrets,  ap|>ar- 
ently  left  behind  him  no  other  work,  or  even  his  name.  I'roin  the  fact 
that  the  man  in  the  shipwreck  scene  wears  trousers,  the  pictures  were 
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probably  not  painted  earlier  than  i8io  about  the  year  trousers  were  first 
worn  here.  We  would  like  to  know  if  he  was  an  American,  or  a  French¬ 
man  trying  to  interpret  English  scenes  or  whether  they  are  remem¬ 
brances  of  his  old-world  home,  or  just  incidents  of  travel. 

Long  hidden  in  this  house,  almost  miraculously  preserved  through 
many  generations,  they  throw  a  flood  of  light  on  the  appearance  of  these 
old  houses  of  a  century  ago,  and  give  a  valuable  insight  on  social  condi¬ 
tions  then,  and  show  the  possibilities  of  interior  decoration  today. 
Though  many  of  these  houses  may  be  severely  plain  without,  they  glow 
with  the  bright  colors  of  the  quaintly  charming  frescoes  within,  very 
much  like  the  unattractive  stones  of  the  western  mountains,  which, 
however,  when  broken  open  reveal  a  centre  of  dazzling  quartz  crystals 
of  many  colors. 


ENGLISH  WHOLE-LENGTH  PORTRAITS  IN  AMERICA 

Gainsborough’s  mrs.  baker 

Like  so  many  other  famous  portraits  by  Gainsborough,  this  superb 
j  whole-length  of  Mrs.  Baker  remained  practically  unknown  for  a 
century  after  the  artist’s  death ;  it  was  one  of  the  many  “revelations” 
of  the  richness  of  English  private  collections  as  seen  at  the  long  series 
of  Winter  Exhibitions  at  Burlington  House,  the  home  of  the  Royal 
Academy.  Like  so  many  other  portraits,  also,  it  seems  to  have  passed 
from  the  artist’s  studio  to  the  owner’s  living  room,  where,  in  London 
or  in  the  country,  it  would  be  seen  only  by  the  owners  and  their  rela¬ 
tives  and  friends.  For  probably  a  century  at  least,  it  had  hung  at  the 
family  seat,  at  Ranston,  in  Dorsetshire,  and  it  was  here  that  I  had  the 
pleasure  of  seeing  it  years  before  it  was  sold,  and  it  was  in  New  York 
that  I  next  saw  it  in  company  with  its  new  owner,  the  late  Mr.  H.  C. 
Frick  in  his  beautiful  house  in  Fifth  Avenue.  Mr.  Frick  had  other 
Gainsborough  portraits,  but  I  think  he  had  none  so  graceful  and  charm¬ 
ing  as  this. 
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The  ordinary  books  of  reference  tell  us  irregularly  little  about  either 
Mrs.  Baker  or  her  husband,  Peter  William  Baker,  M.  P. ;  and  this  is 
partly  explained  by  the  fact  that  they  left  no  children,  and  that  Mr. 
Baker’s  valuable  estates  were  inherited  by  a  comparatively  distant  re¬ 
lation  bearing  quite  another  name.  But  from  many  obscure  quarters 
I  have  been  able  to  piece  together  some  details  which  will  perhaps  be 
interesting  to  students  in  the  future.  The  Baker  family  was  one  of 
great  antiquity,  and  traces  its  origin  back  to  one  William  de  Bromley, 
who  possessed  the  township  of  Bromley,  or  Brom-Ley  —  meaning  the 
place  on  the  hill  —  with  the  manor  and  parish  of  Worferville,  Shrop¬ 
shire,  and  with  this  county  the  family  would  seem  to  have  been  identi¬ 
fied  until  the  end  of  the  eighteenth  century.  The  penultimate  member 
of  the  family  in  the  direct  line  was  William  Baker  of  Portman  Square, 
London,  who  died  Feb.  23,  1774;  and  it  is  interesting  to  note  that,  about 
1765-70,  both  he  and  his  wife  were  painted  by  Gainsborough,  two  half 
figures  in  ovals  which  still  remain  at  Ranston.  Their  son,  Peter  \^dl- 
liam  Baker,  purchased  the  estate  of  Ranston  in  1781  for  12,000  guin¬ 
eas,  and  made  great  additions  to  it,  as  well  as  installing  a  valuable 
library';  a  fine  view  of  the  mansion,  after  Laporte,  is  reproduced  in 
Hutchins’s  “History  and  Antiquities  of  Dorset,”  Vol.  IV.  The  estate 
had  been  for  generations  in  the  possession  of  the  Rywes  family.  P.  W. 
Baker  was  returned  to  the  House  of  Commons  in  four  parliaments  ;  he 
was  elected  for  Arundel  in  Sussex  in  March,  1781  ;  in  December,  1802, 
for  Wooton  Bassett,  Dorset;  in  May,  1807,  and  again  in  October,  1812, 
for  Corfe  Castle,  Dorset,  which  last  named  constituency  he  continued 
to  represent  until  his  death  in  New  Street,  Spring  Cardens,  London,  on 
August  25,  1815,  at  the  age  of  59.  He  achieved  at  least  one  distinction 
in  Parliament,  for  on  April  8,  1805,  he  voted  in  a  majority  of  one  on 
one  motion  of  Mr.  Whitbread  for  censuring  “a  late  I’reasurer  of  the 
Navy.” 

Mrs.  Baker  was  Jane  Clitherow,  daughter  of  James  Clitherow, 
LL.D.,  of  Boston  House,  Middlesex,  a  descendant  of  Sir  Christopher 
Clitherow,  Lord  Mayor  of  London  in  1635,  and  M.  P.  for  London  in 
the  reign  of  Charles  1.  The  date  of  Miss  Clitherow's  marriage  to  P.  W  . 
Baker,  November  27,  1781,  is  given  in  the  Grn tinman’s  Magazine', 
and  as  her  husband  is  described  as  of  Ranston,  Dorset,  it  was  c\  i(.lently 
soon  after  he  acquired  that  estate.  The  portrait  was  probably  painted 
shortly  before  her  marriage,  for  the  costume  would  seem  to  suggest  the 
fashions  of  about  1777-79.  She  sur\ived  her  husband  little  more  than 
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a  year,  dying  in  her  town  house  in  New  Street,  Spring  Gardens,  London, 
on  December  26,  1816.  Both  are  buried  at  Iwerne  Courtney;  among 
the  monuments  in  the  parish  church  at  Sproton  are  two  to  Mr.  and 
Mrs.  P.  W.  Baker,  erected  by  the  successor,  “in  testimony  of  their 
amiable  character  and  many  excellent  qualities,  and  as  a  tribute  of 
affection  and  esteem.”  Mr.  Baker’s  estates  were  inherited  by  his  great- 
nephew  (the  grandson  of  his  father’s  sister)  Sir  Edward  Baker  Little- 
hales,  who,  in  1817,  took  the  surname  of  Baker  only,  and  who,  “for 
several  important  services  to  his  country,  both  civil  and  military,”  had 
been  created  a  Baronet  in  September,  1802.  The  portrait  of  Mrs. 
Baker  was  purchased  from  Sir  Randolf  Littlehales  Baker,  the  4th  Baro¬ 
net,  shortly  before  the  Great  War. 

Probably  the  portrait  hung  in  Mr.  and  Mrs.  Baker’s  London  resi¬ 
dence  until  the  death  of  the  latter.  It  had  been  at  Ranston  time  out 
of  mind,  and  the  only  occasion  on  which  it  was  lent  for  public  exhibi¬ 
tion  was  in  1882,  when  it  was  No.  254  in  the  Winter  Exhibition  of  pic¬ 
tures  of  old  masters,  Burlington  House,  London ;  at  the  same  time  the 
two  earlier  portraits  by  Gainsborough  of  Mrs.  Baker’s  father-in-law 
and  his  wife  were  also  exhibited.  The  three  are  duly  recorded  in  Sir 
Walter  Armstrong’s  “Gainsborough.”  A  typical  Gainsborough  of  high 
quality,  Mrs.  P.  W.  Baker  is  seen  standing  in  an  uneven  landscape,  a 
beautiful  woman  of  distinguished  appearance ;  she  is  in  a  light-coloured 
dress  cut  low,  the  trail  caught  up  on  her  left  arm,  her  wavy  hair  is 
slightly  powdered  and  falls  in  ringlets  over  her  neck  and  shoulders ; 
on  the  left  are  overhanging  rocks  from  the  crevices  of  which  blue  bells 
—  a  species  of  campanula- — are  growing  and  in  full  flower;  on  the 
right  is  an  uneven  bank  with  trees,  the  whole  background  forming  a 
scheme  quite  unusual  in  Gainsborough’s  open  air  portraits.  The  por¬ 
trait  at  once  suggests  two  or  three  of  the  artist’s  most  famous  pictures, 
such  as  the  Duchess  of  Devonshire,  still  at  Althrop,  and  the  Mrs.  Mears 
and  the  Mrs.  Beaufoy,  which  belonged  to  the  late  Mr.  Alfred  de  Roths¬ 
child.  But  comparisons  with  regard  to  Gainsborough’s  portraits  of 
women  are  rather  more  foolish  than  of  those  of  any  other  artist,  whilst 
the  quality  of  each  is  invariably  on  such  a  high  plane  that  every  one  of 
his  whole-length  portraits  of  women  may  be  described  as  a  poem  in 
paint. 
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RELIEFS  FROM  THE  PALACE  OF  SENNACHERIB 


Due  to  the  excavations  of  Botta,  Layard  and  Rawlinson,  the  mu¬ 
seums  of  Europe  are  the  possessors  of  many  antiquities  from  Bab¬ 
ylonia  and  Assyria,  The  less  fortunate  condition  in  this  field  of  our 
American  museums  will  perhaps  justify  a  brief  notice  of  two  Assyrian 
sculptures  recently  acquired  by  the  Toledo  Aluseum  of  Art. 

Over  5000  years  ago,  the  Sumerians  had  occupied  the  well-watered 
and  productive  lands  between  the  Tigris  and  the  Euphrates.  But  so 
choice  a  portion  of  this  earth’s  surface  was  not  long  to  be  retained  in 
unquestioned  possession,  and  soon  Sargon  and  his  Akkadians  conquered 
and  merged  with  the  Sumerians.  Then  his  united  nation  fell  under  the 
domination  of  the  rising  town  of  Babylon  about  4000  years  ago.  Mean¬ 
while,  the  Semitic  nomads  who  had  settled  at  Assur  to  the  north  had 
been  growing  in  power  and  had  civilized  themselves  through  contact 
with  their  southern  neighbors. 

So  it  was  that  in  the  eighth  century  B.  C.,  the  people  of  Assur  turned 
to  the  south  and  conquered  all  that  which  had  been  in  turn  Sumer, 
Akkad  and  Babylonia,  and  under  Sargon  II  imposed  upon  this  territory 
their  rule  and  gave  the  name  of  Assyria  to  it.  Sargon,  settled  in  this 
more  fruitful  country',  began  the  building  of  those  tremendous  and  mag¬ 
nificent  palaces,  the  stone  reliefs  from  which  constitute  our  principal 
works  of  Assyrian  art  remaining  today.  His  son,  Sennacherib,  sur¬ 
passed  his  father  as  warrior  and  builder,  and  extended  the  bounds  of  his 
empire  from  the  coast  of  the  Mediterranean  to  the  Persian  Gulf.  He 
made  the  city  of  Nineveh  his  capital  and  here  he  erected  along  the  Ti¬ 
gris  his  huge  palace  which  was  maintained  and  increased  by  his  succes¬ 
sors,  and  decorated  with  thousands  of  feet  of  relief  sculpture  in  lime¬ 
stone  and  alabaster.  Yet,  though  Sennacherib  and  his  successors  had 
built  the  most  formidable  militar\'  machine  the  world  had  e\  er  known, 
they  were  incapable  of  withstanding  assaults  from  without  and  revolt 
from  within,  and  in  606  B.  C.  Nineveh  fell  to  the  combined  arms  of 
Chaldeans  and  Medes,  and  was  reduced  to  the  rubbish  heap  which  it 
has  remained  even  until  today. 

Before  the  middle  of  the  last  century,  the  site  of  Nineveh,  until  then 
known  to  us  only  as  an  Old  Testament  name,  was  rediscovered  in  the 
mound  of  Kuyunjik,  and  there  and  at  Nimroudtlie  I'higlish  e.xplorer  Sir 
Austen  Henry  Layard  e.xcavated  the  palaces  of  the  .Assyrian  kiitgs,  re- 


covering  extensive  remains  of  the  sculptured  slabs  with  which  the  rooms 
had  been  decorated.  Most  of  these  sculptures  were  removed  and  placed 
in  the  British  Museum.  Three  choice  small  pieces,  however,  were  re¬ 
tained  by  Layard  personally,  and  at  his  death  passed  on  to  his  wife,  who 
for  some  years  before  and  since  that  time  has  resided  in  the  Palazzo 
Cappella-Layard  at  Venice.  One  of  these  slabs  is  believed  to  be  still  in 
her  possession.  The  other  two  were  sold,  passing  into  the  hands  of  an 
English  dealer,  who  early  in  1921  disposed  of  them  to  the  Toledo  Mu¬ 
seum  of  Art. 

These  two  slabs  depict,  one.  Warriors  Crossing  a  Stream,  and  the 
other  a  Return  from  a  Hunt.  The  former  represents  a  military  expedi¬ 
tion  into  rocky  and  perhaps  mountainous  country.  Both  warriors  bear 
spears  and  shields,  and  wear  the  characteristic  Assyrian  helmets.  The 
second  has  a  pronounced  Semitic  nose  and  a  shaven  upper  lip,  a  rare 
thing  in  the  Assyrian  army,  which  may  perhaps  distinguish  him  as 
a  foreigner.  The  stream  which  they  are  crossing  is  represented  in  the 
usual  way  by  wavy  lines  and  fish,  one  of  which,  in  quite  complete  preser¬ 
vation,  shows  sufficient  detail  to  permit  us  to  hazard  the  assertion  that 
it  is  one  of  our  very  earliest  representations  of  the  large-mouth  black 
bass.  The  detail  of  this  fish  alone  makes  the  relief  of  importance  for 
the  study  of  the  natural  history  of  ancient  Mesopotamia  as  well  as  of 
its  art. 

The  second  relief  shows  four  men  in  profile  followed  by  an  eunuch, 
beardless  and  wearing  a  long  robe.  The  second,  third  and  fifth  figures 
carry  the  results  of  the  hunt,  while  at  least  one  more  figure,  now  lost, 
followed,  bearing  a  kettle.  The  second  man  is  apparently  carrying  a 
sack,  slung  over  his  right  shoulder,  the  third  bears  a  basket,  and  the 
fourth  spear  and  shield.  There  are  palm  trees  in  the  background. 

The  characteristics  of  technique  of  these  two  reliefs  closely  resemble 
those  of  the  ones  with  which  the  Palace  of  Sennacherib  is  known  to  have 
been  adorned  by  his  grandson  AssurbanipaP.  We  are  perhaps  safe, 
therefore,  in  dating  them  both  in  that  king’s  reign,  that  is,  between  668 
and  626  B.  C. 


g.,  see  Paterson,  the  Palace  of  Sinacherib,  Pis.  40-41,  62-67,  76,  92,  99, 
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Nt)TES  ON  GOTHIC  SCULPTURE  IN  THE  BOSTON 
MUSEUM  OF  FINE  ARTS 

MONGST  the  photographs  which  some  of  my 
American  friends  have  been  kind  enough  to 
send  me  I  find  that  those  reproducing  the 
sculptures  belonging  to  the  Boston  Museum 
of  h'ine  Arts  form  such  an  interesting  nucleus 
that  I  should  like  to  accpiaint  the  readers  of 
“Art  in  America”  with  the  ideas  they  have 
suggested  to  me.  It  should  however  be  re- 
not  know  any  of  these  works  in  the  original, 
but  the  photographs  are  sufficiently  clear  for  me  to  ofter  my  attribu¬ 
tions  with  confidence,  although  these  attributiiuis  freiiuently  differ 
from  those  a.scribed  to  the  works  at  Boston. 

The  only  piece  of  the  thirteenth  century  is  a  stone  head  (lig.  i), 
obviously  an  angel’s  as  an  abundance  of  lhe.se  formed  jiart  of  the  rich 
ornamentation  of  most  of  the  jiortals  of  the  mediexul  cathedrals.  I  he 
finest  examples  of  similar  works  are  those  of  about  13(H)  from  the 
Abbey  of  Boissy  now  di\  ided  between  the  Loii\  re  and  the  Musee  de 
f'luny  and  with  which  the  head  at  Boston  may  \er>'  well  be  compared. 
Such  an  examination  however  would  lead  us  to  believe  that  this  work 
CopyriRlit,  i<\22,  Eriftrric  I'.iin  hiUI  Slu  rmaii 
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is  somewhat  older  for  the  treatment  is  more  sober,  the  spirit  more 
severe  and  details,  such  as  the  prominence  of  the  mouth,  remind  us 
rather  of  the  figures  of  the  portal  of  the  Last  Judgment  of  the  Reims 
Cathedral.  The  elements  on  which  our  opinion  should  be  based  are 
too  few  for  us  to  come  to  a  more  definite  conclusion. 

The  same  museum  also  possesses  a  very  beautiful  and  important 
stone  statue  of  the  Madonna  who  is  depicted  standing  and  carrying 
on  her  left  arm  the  Child  Jesus  who  holds  a  flower  (fig.  2). 

The  characteristic  curve  of  the  general  line  leaves  no  doubt  that 
it  is  a  work  of  the  fourteenth  century,  besides  which  the  type  is  not 
a  rare  one.  It  is  true  that  souvenirs  of  the  style  of  the  previous  century 
are  still  very  evident  in  this  work  of  art ;  they  are  specially  obvious  in 
the  shape  and  size  of  the  mouth  and  the  refined  execution  of  the 
features  in  general,  which  recall  to  us  all  the  well  known  examples  we 
find  at  Reims  or  the  Vierge  doree  of  Amiens.  These  elements  how¬ 
ever  persisted  for  a  long  time  and  the  proportions  of  the  Boston 
statue  are  very  different.  The  piece  with  which  our  Madonna  may 
be  best  compared  is  the  statue  of  the  Virgin  carrying  Christ  who  holds 
an  open  book,  in  the  Musee  Cluny  of  Paris  (no  number.  Legs  Tinibal 
Issi)  in  which  we  not  only  find  the  same  broad  form  but  also  an 
identical  treatment  of  the  draping  and  details  of  the  upper  part  of  the 
dress  and  the  belt.  The  Madonna  of  Paris  has  been  given  a  crown 
which  is  absent  at  Boston,  while  this  latter  wears  a  mantle  hanging 
open  and  not  draped  around  the  figure  as  in  the  statue  of  the  Cluny 
Museum.  In  the  absence  of  the  crown  the  Madonna  of  the  Fine  Arts 
Museum  betrays  its  connection  with  older  types  while  the  second 
detail  is  altogether  rather  an  unusual  feature. 

The  breadth  already  mentioned— more  obvious  in  the  figure  at 
Boston  than  in  the  one  in  Paris — suggests  Burgundy  where  this 
characteristic  becomes  exaggerated  in  plastic  products  of  a  later 
generation.  Again  the  features  of  the  Virgin  and  the  treatment  of  the 
hair  bear  a  strong  resemblance  to  a  charming  Burgundian  work,  I 
mean  the  head  of  Dorothy  of  Poitiers  in  the  Museum  of  Macon,  which 
originally  graced  her  tomb.  This  “chanoinesse”  died  in  1382  and  her 
funereal  monument  was  consequently  made  about  that  time.  On 
account  of  some  technical  differences  in  the  execution  of  the  features, 
especially  the  shape  of  the  eyes,  we  may  place  the  fine  Madonna  at 
Boston  at  a  somewhat  earlier  date.  It  is  not  however  contemporary 
with  the  group  of  exquisite  Madonnas  made  towards  the  beginning  at 
the  century  and  of  which  the  most  beautiful  specimen  will  be  found 
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in  the  Louvre,  but  must  be  considered  as  descending  from  them  and 
made  probably  about  1350. 

Under  a  very  handsome  stone  head — no  doubt  of  a  Madonna — in 
the  Fine  Arts  Museum  (fig.  3)  I  find  an  attribution  to  the  thirteenth 
century’  but  I  am  of  opinion  that  it  was  made  in  a  much  later  period.  ' 

The  group  to  which  it  belongs  is  determined  by  the  shape  of  the 
face,  the  particularly  high,  broad  and  uncovered  forehead  and  the 
pointed  chin,  giving  it  an  almost  triangular  form,  the  sharply  de¬ 
signed  individual  features,  the  prominence  of  the  eyes  and  the  finely 
shaped  mouth  and  chin.  This  type,  which  I  believe  originated  in 
Flanders  where  it  was  really  created  by  the  early  fifteenth  century 
school  of  painting  and  where  the  sculptors  adapted  it  to  their  art  with 
only  slight  variations,  found  many  adherents  in  France.  Among 
the  most  important  French  products  of  this  style  may  be  quoted  the 
funeral  portrait  of  Catherine  d’Alen^on  who  died  in  1462,  the  sup¬ 
posed  effigy'  of  Joan  of  Arc,  which  unfortunately  really  seems  to  be 
one  of  St.  Maurice,  in  the  Museum  of  Orleans  and  the  delicious  and 
justifiably  famous  head  of  St.  Fortunade  in  her  church  (Correze). 
Besides  these  remarkably  fine  works,  a  great  number  of  very  ordinary 
ones  belong  to  this  same  school  of  which  the  head  at  Boston  may  be 
looked  upon  as  a  very’  handsome  and  characteristic  specimen. 

On  the  back  of  the  photographs  of  three  alabaster  statuettes  rep¬ 
resenting  the  apostles  Simon  (fig.  4),  John  (fig.  5)  and  probably 
Amandus'  (fig.  6)  1  read  “French  Gothic”;  a  glance  howe\'er  con\  inces 
me  that  on  account  of  the  pathos,  the  detailed  realism  of  the  features 
and  the  draping  of  these  figures,  they  cannot  be  anything  but  German. 
Study’ing  them  in  a  more  detailed  manner  we  find  in  these  three 
interesting  statues  characteristics  which  enable  us  to  come  to  a 
much  more  precise  attribution.  1 1  is  not  difficult  to  discover  particular 
analogies  with  i)roducts  of  Bav’arian  [)lastic  art  and  in  looking  through 
the  works  of  the  most  important  sculptors  of  this  region  a  pause  must 
be  made  at  those  of  the  so-called  Master  of  Blutenbcrg. 

This  anonymous  artist  by  whom  we  find  at  Blutenbcrg  near 
Munich  the  [)ainted  wooden  figures  of  the  Madonna  and  the  .Apostles 
is  supposed  to  be  of  Swabian  origin,  probabl>’  from  the  region  of  the 
Bodemsee,  the  .source  from  the  early  Middle  .Ages  onwards  of  many  a 
new  artistic  inspiration.*  'Fhe  figures  at  Blntenl)erg  can  be  dated 

'  Although  St.  (.'yriariis  h.i#  tl>c*  iwntc  .a  chain  and  a  draRon,  1  tliink  St  Ainandim, 

a»  the  a{K)!itlc  of  lielRiuni,  is  more  likely  to  have  Ix-eii  depicted  with  the  two  other  stiinls  of  this 
little  Rroup. 

’  E.  F.  Huffier.  Meisterwerke  der  IMastik  Hayerns,  1,  .Munich,  1914,  inirtKiuction. 
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within  a  few  years.  It  is  well  known  that  the  art  loving  Duke  Sigis- 
mund  had  the  chapel  in  the  monastery  there  built  in  1488;  in  1491  the 
altar  was  founded  and  in  1497  the  windows  were  ordered  so  the 
group  of  sculptures  must  consequently  have  been  made  between  1491 
and  1497. 

Whether  or  not  we  can  attribute  the  three  figures  at  Boston  to  the 
master  himself  is  a  very  delicate  question  but  personally  I  am  inclined 
todoso.  Thereareobvious  differences  between  the  statues  at  Blutenberg 
and  those  at  Boston  but  these  on  the  whole  may  be  explained  by  the 
fact  that  the  former  are  polychrome  wood  carvings  and  the  latter 
executed  in  alabaster.  Even  in  the  group  at  Blutenberg  the 
separate  figures  show  a  good  deal  of  diversity,  besides  which,  in 
admitting  that  the  statuettes  at  Boston  are  by  this  master,  they 
must  be  the  products  of  another  and  certainly  earlier  stage  in  the 
artist’s  career.  The  most  typical  similarities  will  be  observed  in  the 
treatment  of  the  features  formed  by  markedly  developed  facial 
muscles  and  the  never  failing  lines  at  the  sides  of  the  mouth.  Other 
corresponding  points  which  also  strike  us  are  the  form  of  the  hands, 
the  taste  for  symmetry  so  obvious  in  the  curls  of  the  beards,  and 
the  curiously  high  forehead  of  St.  Simon  at  Boston  on  to  which  the 
hair  falls  and  which  will  be  found  to  be  identical  in  the  figure  of 
St.  Philip  at  Blutenberg  (fig.  7).  The  execution  of  the  drapery  of 
the  alabaster  figure  of  St.  John  in  Boston — who  by  the  way  bears 
a  strong  resemblance  to  the  image  of  the  same  apostle  in  Bavaria 
—betrays  the  wood  sculptor  while  the  broad  folds  of  the  St.  James  at 
Blutenberg  suggests  the  effect  of  stone  carving  and  shows  a  particular 
similarity  with  the  St.  Amandus  at  Boston.  With  the  exception  of  the 
figure  of  St.  Andrew  in  the  National  Museum  at  Munich  (No.  570) 
where  it  is,  with  excellent  reason,  attributed  to  the  master’s  own  hand, 
these  statuettes  at  Boston  approach  more  closely  the  artist’s  style 
than  the  recognized  products  of  his  school.* 

All  these  considerations  make  me  inclined  to  admit  that  these 
three  figures  are  by  the  hand  of  the  great  anonymous  artist  in 
whose  work  Professor  Dehio  discovers  the  first  elements  of  the 
Renaissance  penetrating  into  German  plastic  art.^ 


‘  Burger,  op.  cit. 

^  G.  Dehio,  Gesch.  d.  Deutsche  Kunst.,  II  Berlin  Leipz.,  1921,  p.  259. 
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A  BYZANTINE  IVORY  IN  THE  MORGAN  COLLECTION 


ONSTANTINOPLE  today  is  almost  purely  an  eastern  city, 


although  in  days  of  youth,  as  Byzantium,  capital  of  the  Byzantine 
Empire,  she  combined  something  of  the  West  with  the  East.  Legatee 
of  a  part  of  the  Roman  Empire,  she  preserv^ed  as  well  the  influence  of 
Hellenistic  culture  and  joined  to  it  the  brilliance  and  eclat  of  the 
civilization  of  the  Near  East. 

Temporal  power  vanished  long  centuries  ago;  but  numberless 
monuments  remain  which  testify  to  the  former  splendor  and  energy 
of  the  empire.  Santa  Sophia  stands  as  one  of  the  greatest  creations 
of  all  time,  while  many  another  church  bears  silent  witness  to  the 
knowledge  of  her  architects.  Her  mosaics  are  extraordinary.  Enamels, 
metalwork,  and  ivor>'  carvings  testify  to  the  excellence  of  the  minor 
craftsmen.  A  group  of  these  ivories  are  preserved  in  the  J.  Pierpont 
Morgan  Collection  in  the  Metropolitan  Museum  of  Art.  Many  are  of 
such  quality  that  the  Byzantine  minor  arts  may  well  rest  a  proper 
claim  for  consideration  upon  their  study. 

One  of  the  most  remarkable  pieces  is  the  ivor}'  figure  of  the  Virgin 
and  Child,  which  is  treated  in  this  article.  It  must  have  formed  at 
some  time  part  of  a  triptych,  but  the  other  leaves  are  gone  and  even 
this  fragment  has  lost  the  background  upon  which  it  was  carved. 

The  Virgin  stands  in  the  conventional  attitude  upon  an  arcaded 
platform,  bearing  the  Christ  Child  on  her  left  arm.  It  is  the  pose 
found  in  the  great  apse  mosaic  of  the  church  at  Chiti  in  the  Island 
of  Cyprus,  which  dates  between  the  years  867  and  886  A.  D.‘  Like 
this  figure,  the  Morgan  ivory  radiates  dignity,  a  heritage  from  classic 
times.  There  is  a  sense  of  aloofness  in  her  bearing  and  a  comjilete 
absence  of  the  ephemeral  and  purely  picturesque  elements  of  later  art, 
which  only  serve  to  obscure  the  eternal  idea  so  wonderfully  embodied 
here.  There  is  no  trace  of  the  simple  mother  who  bore  a  child  in  the 
humble  stable  of  Bethlehem.  The  X’irgin  is  in  very  truth  the  symbolic 
mother  of  divinity. 

The  figure  has  all  the  accentuated  slimness  of  the  Byzantine  ideal. 
Her  robes  fall  in  long,  crisj)  folds,  ri;)pling  out  over  her  feet  with  that 
[peculiar  flare  of  drapery  which  is  relocated  a  thousand  times,  to  be 
carried  over  at  last  into  komanesfiue  art.  The  long  lines  merely 
suggest  subtly  rather  than  model  the  body  lx.  neath,  while  an  ex(iuisite 

'  Brdhirr,  I, ’art  Chr^lirn,  .J4. 
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handling  of  surface  accentuates  the  firmness  of  drawing  and  the 
altogether  admirable  feeling  of  dignity  and  grace. 

The  cult  of  the  Virgin  occupied  a  very  marked  place  in  the  icono¬ 
graphy  of  the  Greek  Church  from  the  time  of  the  Council  of  Ephesus 
in  the  fifth  century.  Her  privileged  position  had  been  assured  at  that 
council  and  in  the  centuries  following  artists  developed  the  icono- 
graphical  program.  The  lull  in  figure  representation,  which  marked 
the  period  of  the  iconoclastic  controversy,  was  followed  by  the 
Basilian  Renaissance  of  the  ninth  century  when  artists  took  up  their 
tools  again  with  renewed  zest.  The  program  was  carried  on  and 
amplified,  the  representations  of  the  Virgin  retaining  throughout 
the  hieratic  quality  and  characteristic  gravity  of  expression  which  is 
innate  in  the  Byzantine  ideal. 

Byzantine  art  was  never  naturalistic.  It  sought  instead  a  highly 
particularized  convention.  The  curiously  aged  Christ  Child  illustrates 
this  convention  which  found  expression  in  conscious  repetition  of 
subject  and  pose.  There  were  fixed  canons  of  taste  and  design,  within 
the  limits  of  which  occurred  the  subtle  variations  and  refinements 
which  separate  fine  art  from  the  mediocre.  The  artist  represents  the 
Divine  Child  giving  the  blessing  of  the  Church,  but  there  is  no  soft 
and  tender  appeal  to  humanity.  As  in  the  figure  of  the  Virgin,  the 
emphasis  is  upon  a  sense  of  awe  and  majesty. 

The  appearance  of  figures  freestanding,  such  as  these,  without 
a  background,  would  at  first  sight  seem  unique  in  Byzantine  art  if  a 
close  study  of  the  piece  itself  did  not  show  unmistakable  evidences 
that  they  had  been  cut  from  a  placque  at  some  time.  These  evidences 
and  the  theory  of  probability  bear  powerful  testimony  in  an  art  so 
trammeled  by  convention,  and  point  to  a  complete  certainty  that  the 
figures  formed  a  part  of  a  placque  which  was  probably  the  central 
leaf  of  a  triptych.  A  comparison,  later  in  the  article,  of  the  Virgin 
and  Child  with  other  closely  allied  pieces  will  emphasize  the  latter 
point. 

At  some  time  the  flat  background  must  have  been  broken,  and  the 
presumption  is  that  the  owner  cut  away  the  rugged  edges  so  that  the 
figure  might  stand  out  without  the  distractions  of  a  broken  ground. 
There  is  no  halo  about  the  head  of  either  the  Virgin  or  the  Child,  a 
quite  unexplainable  feature  except  on  this  hypothesis.  This  view  is 
completely  corroborated  by  the  fact  that  in  the  process  a  tiny  frag¬ 
ment  was  left  behind  the  head  of  the  child  upon  which  are  the  in¬ 
cised  lines  of  a  cruciferous  nimbus. 
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A  close  inspection  discloses  also  a  triangular  point  below  the  left 
hand  of  the  Virgin,  which,  as  the  piece  is  now,  is  meaningless.  It  is 
direct  evidence  which  assures  us  that  rippling  folds  of  drapery  fell 
from  the  left  arm  of  the  \argin  behind  the  figure  of  the  Christ  Child, 
as  they  did  in  the  Chiti  apse  mosaic.  Cut,  as  these  were,  only  slightly 
in  relief,  they  were  sacrificed  when  the  placque  was  trimmed  to  its 
present  form.  Besides  this  internal  evidence,  a  comparison  with  the 
small  group  of  similar  subjects  and  the  more  particular  element  of 
design  shows  how  essential  the  missing  folds  were  to  the  general 
effect.  There  is  in  the  Morgan  piece  an  accentuated  and  almost 
unfortunate  effect  of  slimness.  The  customary  Byzantine  type  was 
tall  and  slender,  but  these  qualities  are  out  of  all  proportion  in  this 
figure.  The  presence  of  the  missing  draperies  would  modify  the 
impression. 

The  Morgan  Virgin  and  Child  recalls  immediately  two  renditions 
of  the  same  subject,  both  of  which  have  apparently  been  central 
panels  of  triptychs.  One  of  these  is  preserv'cd  in  the  Bishop’s  Palace 
at  Li6ge;^  the  other,  in  the  Musee  Archiepiscopal  at  Utrecht.*  To 
these  should  be  added  the  central  panel  of  the  triptych  from  the 
Spitzer  Collection,^  now  in  the  Hartmann  Collection.* 

This  is  the  obviously  related  group  which  Molinier,  Dalton,  Diehl, 
Millet  and  other  writers  on  Byzantine  ivories  have  recognized.  To 
these  three  the  Morgan  placque  should  be  added. 

A  short  comparison  of  these  pieces  gives  most  interesting  results, 
which  help  greatly  in  placing  the  Morgan  ivory.  In  dignity,  direct¬ 
ness  and  classic  breadth  of  treatment  the  Utrecht  e.xample  is  far  the 
finest  of  the  three.  There  is  no  weakening  or  softening  of  appeal. 
Charming  as  are  the  other  examples,  they  do  not  show  the  same  sure 
handling  of  the  folds  of  the  robes.  They  seem  more  studied.  There  is 
a  sentimentalizing  influence,  a  certain  effect  of  rela.xation  which  takes 
away  from  the  effect,  not  so  marked  in  the  Liege  example  as  in  the 
Spitzer  piece.  It  is  this  element  of  style  winch  dates  the  Ihrecht 
placcjue  in  the  same  jjcriod  as  the  elated  diptych  of  Romanus,  as 
the  two  beautiful  leaves  of  trij)tychs  j)reserved  at  Venice  and  X’ienna, 
and  as  the  Ilarbavfille  diptych,  that  is,  the  eleventh  century.  Millet 


’  111.  Schlunilx;rger,  I-’li|j<)|)6e  HyzaiuinL-,  ilackctlc  &  (’ic.,  i8iX>-  P-  idi. 

*  III.  Work  citeui  p.  33.  Molinier,  I.es  ivejircs,  I’l.  loi.  Diclil  Manuel  Fig.  31 1. 

*No.  150!  Catalogue,  I’l.  vii. 

•  Schlunilxjrjjer,  Un  em|>ercur  byzantin  au  X  bi^cle:  Nic6pliore  I’liaca.s  p.  3^)9.  I’l.  *i. 
Labartc,  Ilistoire  den  Arts  industriels,  lat  edition,  Album  1  pi.  XI. 
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remarks  this  when  speaking  of  the  Utrecht  panel  as  belonging  in  its 
simplicity  without  ornamentation  to  the  pure  style  Harbaville. 

The  study  of  the  Morgan  piece,  in  comparison  with  these  others, 
brings  into  evidence  its  remarkable  resemblances  in  effect  and  detail 
to  the  Utrecht  placque.  In  fact,  except  for  very  slight  variations, 
it  reproduces  the  attitude  and  details  almost  exactly, — the  same 
slimness  accentuated  by  the  drapery  falling  in  vertical  folds  from  the 
waist  line,  the  same  attitude  of  the  child  held  somewhat  lower  on  the 
arm,  the  same  curiously  aged  child,  the  same  dignity  in  the  expression. 
It  has  also  the  crispness  and  clarity  of  line  which  differentiates  the 
Utrecht  leaf  from  the  other  pieces  in  the  group.  It  has  none  of  the 
heaviness  which  marks  the  Spitzer  piece. 

Time  has  dealt  more  kindly  with  ivory  than  with  many  another 
precious  material  of  the  Middle  Ages.  Esteemed  as  a  material  for 
exquisite  workmanship,  it  could  not  be  converted  to  other  uses  by 
barbarian  hands  or  at  the  urgent  need  of  the  owner.  This  very 
question  of  relative  indestructibility  explains  why  so  many  beautiful 
examples  have  been  preserved  to  modern  times.  Fashioned  very 
often  for  private  devotional  use,  they  give  us  an  interesting  sidelight 
on  the  luxury  and  piety  of  the  Byzantine  world.  This  particular 
piece  affords  as  well  an  especial  opportunity  for  a  clearer  appreciation 
of  the  heights  to  which  Byzantine  craftsmanship  rose  in  the  eleventh 
century,  Byzantium’s  second  and  last  great  art  period. 
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RUBENS  AND  VAN  DYCK  IN  THE  DETROIT  MUSEUM 


HE  museum  at  Detroit  is  fortunate  in  having  the  art  of  Rubens 


JL  represented  among  its  collection  by  an  important  picture,  (fig.  i .) 
for  it  is  Rubens  whose  personality  predominates  almost  exclusively 
Flemish  art  at  its  height,  and  it  is  his  art  upon  which  all  the  great 
Flemish  artists  of  that  period  are  dependent,  such  as  \"an  Dyck, 
Jordeans,  Snyders,  Wildens,  de  \"os  and  the  other  religious,  landscape 
and  genre  painters.  The  picture  in  the  possession  of  the  museum 
shows  the  meeting  of  David  and  Abigail,  a  subject  adapted  to  the 
energetic  temperament  of  Rubens  with  his  pleasure  in  movement  of 
masses,  and  suitable  for  the  expression  of  emotion  by  means  of  vivid 


gestures. 


Like  two  wide  streams  flowing  toward  a  center  the  restless  moving 
groups  on  both  sides  meet  in  the  beautifully  combined  outlines  of  the 
two  central  figures  of  David  and  Abigail.  The  king,  on  his  way  to 
fight  Nabel,  Abigail’s  husband,  who  refused  to  give  his  soldiers  the 
necessary  food,  is  advancing  with  his  warriors  and  horses.  Abigail 
who  is  carrying  peace  with  her,  throws  herself  on  the  road  before 
David  and  his  army.  Bread,  meat,  and  wine,  which  her  servants  are 
bringing,  are  guarantees  of  her  promises.  The  cpiiet  forest  to  the  left, 
the  moving  clouds  on  the  evening  sky  to  the  right  are  in  harmony  with 
the  spirit  of  the  groups  in  the  foreground.  The  well  balanced  color 
scheme  also  seems  to  explain  the  purpose  of  the  persons  acting  in  this 
drama.  The  bright  red  cloaks  covering  the  armor  of  Da\  id  and  his 
warriors  to  the  right  go  with  the  stormy  movement  of  their  ad\'ance, 
while  the  beautiful  dark  violet  costume  of  Abigail  and  the  delightful 
tones  of  creamy  white  and  light  orange  of  her  maidens’  dre.sses  express 
the  hope  and  peaceful  repose  of  the  praying  woman.  The  models  of 
the  two  girls  embracing  each  other,  which  form  such  a  charming  i)art 
of  the  picture,  contrasting  with  their  smiles  to  the  angry  warriors, 
who  look  so  furious,  we  know  from  the  beautiful  drawing  in  the 
Albertina  collection  at  Vienna  (fig.  2). 

A  smaller  version  of  the  c(miposition  at  Detnfit  exists  in  a  pri\  ate 
collection  at  Berlin  (fig.  3)  of  which  there  is  al.so  an  engra\  ing  from 
the  time  of  Rubens  by  Adrian  Lommelin.  'I'his  sketch  is  generall>' 
accej)ted  as  an  original  study  by  Rubens,  but  is  more  likely  to  be  a 
work.shop  replica  of  the  lost  study  f(jr  our  picture,  as  the  techni(iue  is 
not  (juite  so  brilliant  and  spirited  as  that  of  the  master  himself,  and 
his  studies  have  been  copied  freciuently  by  pupils.  1  lowevi'r,  it  is  very 
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interesting  to  compare  it  with  the  large  composition,  which  in  its 
simplification  is  undoubedly  an  improvement.  Several  figures  of 
less  importance  are  omitted,  such  as  the  old  woman  behind  Abigail, 
one  of  the  pages  of  David  and  two  of  his  warriors,  as  well  as  the  bodies 
of  his  horses,  the  one  in  the  right  corner  being  less  conspicuous,  so 
that  the  main  figures  of  the  action  stand  out  more  prominently. 
Such  an  intelligent  concentration  as  the  first  version  could  not  have 
been  done  by  any  one  else  besides  Rubens  himself.  In  fact  in  the 
whole  technique  of  the  large  canvas  we  can  see  his  fine  powerful  pencil 
stroke.  Since  the  time  of  Rooses,  one  of  the  first  modern  students  of 
Rubens,  who  saw  the  picture  in  the  ’80s  at  Paris  and  maintained  that 
it  had  been  partially  executed  by  his  pupils,  the  criticism  of  the 
master’s  work  has  advanced  considerably,  and  nowadays  hardly  any¬ 
one  who  knows  the  technique  of  Rubens  would  agree  with  Rooses, 
in  this  instance.  All  the  characteristics  of  the  brushwork  of  Rubens, 
which  none  of  his  pupils  was  able  to  imitate,  we  find  in  the  execution 
of  the  main  figures  especially  in  the  details  of  armor,  landscape,  and 
animals,  which  latter  show  in  outline  and  their  glittering  human  like 
eyes  the  strong  spirit  of  the  master.  The  splendid  pedigree  of  the 
picture  also  speaks  in  favor  of  this  assumption,  as  it  can  be  traced  to 
the  collection  of  Cardinal  Richelieu,  from  whom  de  Piles  received  the 
picture.  It  does  not  seem  likely  that  this  great  patron  of  art  owned  a 
work  by  Rubens  which  was  not  from  his  own  hand.  The  picture 
must  therefore  be  included  in  the  list  of  works  by  Rubens  in  America 
as  one  of  his  most  important  (a  list  of  other  works  can  be  found  in 
my  book,  “The  Art  of  the  Low  Countries,”  1914). 

While  this  work  by  Rubens  has  always  been  known  under  his 
name,  a  painting  by  his  pupil,  Van  Dyck,  in  the  Detroit  Museum  is 
concealed  under  the  name  of  Cornells  de  Vos,  another  pupil  of  Rubens, 
to  whom  it  has  been  wrongly  attributed  (fig.  4).  Both  Cornells  de 
Vos  and  Van  Dyck  have  painted  somewhat  similar  compositions 
several  times,  where  two  figures  are  seen  sitting  next  to  each  other  at 
full  or  three  quarter  length,  but  the  depicting  of  character  and  the 
technique  of  the  two  artists  is  very  different.  Both  imitate  to  a  certain 
degree  Rubens’  loose,  vivid,  fervent  technique,  but  de  Vos  has  less 
temperament  and  is  more  bourgeois  in  character,  so  his  technique 
becomes  more  even  and  his  color,  which  is  colder,  less  expressive;  his 
types  are  less  aristocratic,  although  his  children’s  portraits  are 
usually  very  pleasing.  Van  Dyck  on  the  other  hand,  is  far  more 
nervous  than  Rubens,  his  touch  is  even  more  rapid  and  uneven,  some- 
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times  more  glowing  especially  in  the  deep  reds,  which  he  prefers, 
sometimes  more  superficial,  and  always  very  pointed  and  consciously 
brilliant.  When  comparing  the  technique  and  character  of  the  two 
artists  there  can  be  no  doubt  that  the  picture  in  Detroit  is  the  work  of 
Van  Dyck,  although  a  youthful  one  and  one  which  is  not  in  the  very 
best  of  condition  as  it  has  at  some  time  been  cleaned  a  little.  This  may 
be  the  reason  why  the  picture  has  as  yet  not  been  recognized  as  the 
work  of  \"an  Dyck.  De  Vos  never  would  have  been  able  to  paint 
such  nerv'ous,  long  fingers  with  so  much  delicacy,  or  to  give  so  much 
cleverness  to  the  expression  of  the  faces  nor  would  he  have  dared  to 
paint  the  costume  or  the  landscape  in  the  background  with  so  few 
brilliant  strokes.  The  painting  is  called  a  portrait  of  Franz  Snyders 
and  his  wife,  but  if  compared  with  the  several  portraits  of  this  artist 
by  Van  Dyck  (the  finest  is  in  the  Frick  collection  in  New  York)  there 
can  be  no  doubt  that  it  does  not  represent  him.  As  has  been  rightly 
pointed  out  the  characteristics  of  the  man  in  our  picture  are  the  queer 
shaped  mouth,  the  nose,  which  is  strongly  cur\  ed  at  the  end,  and  the 
big  outstanding  ears.  These  we  find  in  the  portrait  of  Jan  Wildens, 
the  landscape  painter,  by  Van  Dyck  in  the  Lichenstein  gallery  at 
Vienna  and  the  replica  at  Cassel  (fig.  5).  Although  the  different 
position  of  the  head  gives  a  somewhat  different  look  to  the  face,  it 
seems  to  me  very  likely  that  w^e  recognize  in  the  man  in  the  group  at 
Detroit  the  same  person,  especially  if  w^e  consider  that  it  may  have 
been  painted  a  little  later.  Jan  Wildens  was  the  artist  wdio  sometimes 
painted  the  landscape  backgrounds  in  Rubens’  paintings,  a  fact  which 
we  learn  from  Rubens’  letters,  in  one  of  which  dated  1618  Wildens  is 
mentioned.  This  date  quite  agrees  with  the  style  of  the  painting  in 
Detroit  as  it  is  an  early  work  of  \’an  Dyck,  from  a  period  when  he  was 
still  working  in  Rubens’  atelier,  probably  painted  betw'cen  1618-20. 
It  is  thus  an  interesting  testimony  to  the  friendly  relations  between 
the  pupils  and  companions  of  Rubens. 


209 


HENRI  MARTIN  AND  HIS  ART 


AMONG  the  interesting  group  of  students  at  the  art  studio  of  Jean 
xjL  Paul  Laurens  in  the  early  eighties  was  a  youth  of  nineteen,  fresh 
from  his  native  city  of  Toulouse  with  a  scholarship,  the  same  that 
Laurens  himself  had  carried  off  twenty  years  previously.  Small  of 
stature,  with  black  hair  and  strongly  marked  brows,  surmounting 
elongated  dark  eyes  in  which  smouldered  the  fire  of  a  redundant 
imagination,  a  prominent  aquiline  nose,  thin  tight  lips  with  a  caustic 
curve,  strangely  at  odds  with  his  youth — a  face  with  much  of  energy, 
little  of  kindness — that  is  as  I  remember  Henri  Martin  at  that  time. 
A  gaucherie  of  manner  and  gesture  that  bespoke  a  humble  origin 
was  allied  to  a  certain  disdainful  indifference  arising,  not  from  vulgar 
conceit,  but  from  a  full-to-the-brim  consciousness  of  his  unusual  gifts 
and  the  defiant  determination  to  affirm  them  to  the  world.  With 
his  marked  southern  type  and  resonant  meridional  accent,  he  formed  a 
curious  contrast  to  the  sophisticated  Parisians  and  better  class  English 
students  who  represented  the  majority  of  Laurens’  pupils.  To-day 
his  critics  are  free  to  dispute  his  greatness,  they  cannot  dispute  his 
success.  He  has  received  the  highest  honors  that  France  accords 
to  her  most  favored  artists,  in  a  steady  ascent  from  minor  medals 
to  the  button  and  ribbon  of  the  Legion  of  Honor.  At  the  Salon  des 
Artistes  Frangais  this  year  a  special  room  was  reserved  for  the  exhibi¬ 
tion  of  his  great  murals  for  the  Conseil  d’Etat,  the  work  of  ten  years, 
representing  the  efforts  of  his  mature  years  and  talent.  The  revolu¬ 
tion  in  his  technical  methods  and  interpretations  of  art  which,  in  a 
man  of  weaker  purpose,  might  have  sounded  its  death  knell,  has 
culminated  for  him  in  a  triumph.  To  those  who  know  Henri  Martin, 
his  daring,  conviction  and  sincerity,  this  is  not  surprising.  He  began 
as  a  pure  romantic,  his  mind  filled  with  the  poetry  and  literature  cur¬ 
rent  among  the  young  artists  of  the  day.  We  used  to  marvel  at  the 
fecundity  of  his  conceptions — many  self-evolved — and  their  rapid  and 
forceful  transference  to  a  concrete  form.  The  perilous  passage  from 
the  birth  of  an  idea  to  the  formulating  of  it  he  effected  at  a  bound. 
From  Laurens  he  absorbed  the  excellent  and  sound  principles  of  his 
craft  without  ever  allowing  them  even  temporarily  to  enslave  him — 
a  pitfall  which  some  of  the  less  endowed  did  not  escape.  His  first 
Salon  picture,  Le  Desespere,  was  an  immature  and  inadequate 
expression  of  his  powerful  temperament,  reflecting  a  transitory  state 
of  mind-adolescence,  buffeted  between  instincts  and  ideals — which 
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passed  with  little  or  no  comment.  In  1882,  however,  he  came  into 
notice  with  a  large  composition  of  Francesca  da  Rimini.  It  was  a 
notable  production  and  especially  so  for  a  youth  of  barely  twenty- 
three,  boldly  executed  and  with  an  impressive  nobility  of  interpre¬ 
tation.  It  obtained  the  first  medal  that  year  and  at  the  Salon  of  1884 
he  received  the  “Bourse  de  \'oyage”  for  his  Titans  scaling  Heaven, 
and  went  to  Italy,  where  his  instincts,  fundamentally  primitive, 
were  deeply  stirred  by  the  works  of  Cimabue  and  Giotto.  Baudelaire 
and  de  Musset  still  held  their  sway,  however,  as  his  paintings  during 
the  next  few  years  reveal.  The  problems  of  atmosphere  and  sunlight, 
which  had  engaged  the  attention  of  Monet  and  his  followers,  now 
began  to  obsess  him.  He  first  broke  ground  in  this  direction  in  1889 
in  his  Salon  exhibit,  La  Fete  de  la  Federation  now  at  the  Museum  of 
Toulouse.  This  was  a  large  decorative  painting  in  the  most  uncom¬ 
promising  pointille  style.  It  was  generally  agreed  that  its  acceptance 
was  not  a  matter  of  choice  for  the  jury  who,  had  the  artist  not  been  a 
“hors  concours”  and  as  such  insured  against  rejection,  would  have 
almost  certainly  refused  it.  It  was  the  kind  of  absolute  break  with  all 
that  was  expected  of  him  that  angered  his  adherents,  perplexed  the 
luke-warm  and,  in  the  more  discerning  and  forcsighted,  aroused  an 
eager  expectancy  and  a  distinct  admiration  for  the  man,  who,  to 
settling  down  into  the  safe  traditional  methods  which  were  bringing 
him  actual  and  increasing  success,  preferred  the  great  adventure  in  an 
unexplored  region  which  beckoned  him  towards  new  possibilities 
for  the  rendering  of  his  inspirations.  For  they  understood  that  this 
was  a  first  experiment  and  that  Henri  Martin  would  not  desist  until 
he  had  satisfied  himself  whether  this  new  formula  spelt  success  or 
defeat.  Whatever  he  may  have  borrowed  consciously  or  unconsciously 
from  the  pioneers  of  impressionism,  he  has  evolved  from  it  an  indi¬ 
vidual  process  of  his  own  that  has  allowed  him  to  give  full  expression 
to  his  j)antheistic  temperament  and  ideals.  In  no  other  work  has  he 
realized  this  so  convincingly  as  in  his  great  mural  decoration  for  the 
Capitol  of  Toulouse  (executed  in  1903),  a  work  which  has  all  the 
eloquence  of  an  allegory,  one  unheralded  by  the  old  threadbare 
trappings  of  muses  and  lyres,  so  conspicuous  in  his  earlier  works — 
an  allegory  that  springs  directly  from  nature  and  clothed  in  her  own 
supreme  and  simple  garb. 

The  painting  is  entitled  Les  I'aucheurs  (The  Mowers).  'I'lic 
unofficial  title  that  immediately  suggests  itself  is  'I'he  Sanctity  of 
Labor.  In  a  field  partially  enclosed  by  a  broken  series  of  unkempt 


poplars,  the  mowers  are  at  work.  In  the  rhythmical  swing  of  the 
figures,  the  silent  and  satisfied  absorption  in  their  task  as  the  long 
rows  of  grass  fall  beneath  the  sweep  of  the  scythe,  one  senses  with 
passive  participation  the  purely  animal  enjoyment  of  healthy  physical 
toil,  of  muscular  adaptation,  a  desired  harmony  between  nature’s 
intentions  and  human  activity.  Who,  having  read  Anna  Karenina, 
will  not  call  to  mind  the  psychological  experience  in  Levine’s  life — 
so  apparently  insignificant — when  with  a  mind  jaded  and  harassed 
with  metaphysical  problems  he  goes  out  into  the  fields  and  joins  the 
mowers,  finding  in  their  fruitful,  wholesome  activity  a  sane  and 
healing  influence  that  transforms  his  whole  outlook?  The  moral 
implied  in  Tolstoi’s  description  and  that  in  Henri  Martin’s  painting 
are  indentical.  To  the  rear  of  the  mowers  three  girls  are  dancing  with 
joined  hands.  A  fourth  is  seated  on  the  ground  with  a  baby  on  her 
lap.  Through  the  irregularly  placed  poplars  is  a  vista  of  lofty  hillsides, 
partly  in  shadow,  partly  glowing  with  the  warm  southern  sunlight 
that  slants  through  the  trees,  streaking  their  long  shadows  and  laying 
a  chance  touch  here  and  there  on  the  various  figures.  The  two  side 
panels  are  occupied  respectively  with  an  old  woman  tending  her  goat, 
and  a  girl  and  her  rustic  lover,  in  earnest  converse.  The  painting  is  a 
convincing  justification  of  a  process  that  has  provoked  sharp  criti¬ 
cism,  for  it  may  be  questioned  how  the  artist  could  have  otherwise 
obtained  this  splendor  of  light  and  atmosphere  in  which  the  figures 
live  and  move,  the  molecular  vibration  which  renders  the  atmosphere 
as  alive  as  they  themselves.  In  this  respect  he  has  been  equally 
successful  with  his  great  murals  for  the  Conseil  d’Etat,  Le  Travail, 
of  which  I  saw  the  beginning  in  his  atelier  at  the  Depot  de  Marbres, 
an  enormous  studio,  conceded  to  him  at  the  death  of  Jean  Paul 
Laurens,  sequestered  in  the  heart  of  an  old  garden,  peopled  only 
by  timeworn  busts  and  fragments  of  sculpture  and  steeped  in  a  still¬ 
ness  broken  only  by  the  soft  notes  of  the  thrushes  in  its  secular  trees. 
In  the  studies  for  the  Old  Port  of  Marseilles  one  seemed  to  step  at  a 
flash  into  a  life  quivering  with  heat  and  light  and  human  movement 
and  action,  in  which  the  figures  (in  the  words  of  Jules  Laforgue’s 
definition  of  impressionistic  aims)  are  defined  not  “by  the  drawn 
outline  but  solely  by  vibrations  and  contrasts  of  colour.” 

Of  course  Henri  Martin  has  not  been  wholly  successful  in  all  or 
even  the  majority  of  his  works.  There  is  at  times  a  tiresome  obtru¬ 
siveness  of  the  process  at  the  expense  of  the  idea  and  subject  that 
serves  as  a  basis  for  criticism.  His  artistic  output  is  really  so  vast  that 
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it  would  be  impossible  in  this  essay  to  do  more  than  enumerate 
the  government  commissions  alone  which  he  has  executed,  for  public 
institutions  both  in  Paris  and  the  provinces.  It  is  preferable  therefore 
to  call  attention  to  a  few  of  his  works  which  he  himself  regards  as  his 
best  efforts.  His  Beaute,  the  partially  nude  figure  of  a  woman  whose 
face  is  lost  in  the  mysterious  shadowing  of  a  cascade  of  hair  which  she 
lightly  raises  with  her  hands  like  a  supple  drapery,  revealing  his  mastery 
of  the  nude,  was  exhibited  at  the  Salon  of  1900.  The  model  has 
merely  been  used  to  express  an  abstract  conception  of  female  beauty 
free  from  all  personal  appeal,  a  character  emphasized  by  a  fanciful 
background  of  flowers  and  leaves.  This  is  one  of  his  productions 
with  which  Henri  Martin  is  best  satisfied.  Another  work  (the  only 
one  I  know  in  America)  is  that  owned  by  the  Buffalo  Museum. 
It  is  entitled  Lovers.  The  interpretation  will  either  please  unreserv¬ 
edly  or  the  re\'erse.  It  is  from  the  former  standpoint  that  I  shall 
describe  it.  Against  a  leafy  background,  screening  them  from  the 
glowing  sunlight  without,  a  girl  and  a  man  are  standing  face  to  face, 
holding  hands.  In  the  unstudied  attitudes  of  the  rustic  figures — 
the  timid,  awkward  persuasiveness  of  the  man,  the  shy  half  yielding 
of  the  girl—  is  the  awakening  of  a  first  love,  something  allied  to  the 
wonder  and  inevitability  of  a  growing  blade  of  grass,  the  opening  of  a 
flower.  A  reticence  of  sentiment,  an  absence  of  all  disturbing  detail 
in  the  simjjle  masses  that  tell  the  story — a  keen  observance  of  atmo¬ 
spheric  verities  notwithstanding — and  the  eternal  idv’l  is  related  in  its 
simplest  and  most  moving  terms.  And  this  primitive  simplicity  of 
type  and  treatment  in  which  Henri  Martin  clothes  his  completed 
concei)tions  is  the  distinctive  characteristic  of  all  his  work.  Of  the 
ardent  research,  the  baffling  problems,  the  incessant  effort  towards 
a  given  aim,  no  trace  is  visible  in  the  final  expression.  It  has  the  calm 
and  serenity  of  an  act  of  nature. 

The  literar>'  influences  to  which  his  eager,  impressionable  tiMii- 
perament  respondecl  in  extreme  youth,  ])r()duced  much  that  lori>- 
sliadovved  liis  actual  achievement  notwithstanding  the  subseciuent 
revolution  in  his  technical  methods.  A  primitive  cult  of  nalnia' 
and  her  works  was  a  latent  instinct  to  which  mature  development  has 
given  its  final  consecration.  'I'liis  is  the  basis  of  all  his  inspiiation 
and  he  has  reverted  for  it  almost  exclitsivelv'  to  aspects  furnished  by 
his  nativar  cotintry  the  land  of  Langtiedoc,  the  pa.ssionate  light  and 
life  (jf  its  days,  the  poetic'  lassitude  of  its  evenings.  His  studies  of 
fierce  sunlight  and  retcjrting  shadcjvv  (creating  a  startling  sensation 


of  truth),  of  dusky  evenings  steeped  in  the  restful  stillness  of  gloaming 
are  as  permanent  records  as  a  page  of  Daudet  or  a  poem  of  Mistral. 

His  adoption  of  the  pointille,  Henri  Martin  explains  as  a  result  of 
his  close  study  of  atmospheric  effects  during  a  prolonged  period  spent 
face  to  face  with  nature  and  the  imposed  necessity  of  a  new  and 
different  means  of  translating  “a  diffused  and  brilliant  light  which 
blurs  the  lines  of  figures  and  landscape.”  This,  he  conclusively 
decided,  could  not  be  accomplished  by  flowing  patches  of  color, 
but  alone  by  the  decomposition  of  tone.  “I  am  well  aware”  he  states, 
“that  my  process  anno^^s  many  people,  but  what  matters  the  formula? 
I  do  not  pretend  to  have  found  a  definite,  a  decisive  one.  Every  day 
1  am  searching  and  still  searching  to  find  something  better.”  This  is 
the  attitude  of  Henri  Martin  towards  his  art.  In  a  profound  and 
sympathetic  analysis  of  his  personality,  Jacques  Copeau  has  written: 
“I  find  in  him  less  of  certainty  than  of  aspiration.  This  word  satisfies, 
because  one  feels  in  him  strength  allied  to  tremulousness,  constancy 
to  anxiety,  something  of  feverishness  and  yet  of  serenity.”  It  is  this 
spirit  fortified  by  indomitable  energy  and  a  richly  endowed  tempera¬ 
ment  that  gives  a  permanent  value  to  the  work  of  Henri  Martin. 
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TWO  COMPANION  PORTRAITS  IN  FULL-LENGTH 
BY  ROBERT  FULTON 


Robert  FULTON’S  full-length  llfe-size  portraits  of  Henry 
Eckford  and  of  his  wife,  Marion  (Bedell)  Eckford  and  her  child 
Henrietta,  were  painted  in  New  York  in  1809  when  the  artist  and 
the  sitter  were  associated  in  the  business  of  shipbuilding.  These 
portraits  beside  being  probably  the  largest  are  perhaps  the  best  of 
his  works  other  than  miniatures.  They  measure  sixty  by  forty-one 
inches  and  are  both  signed  and  dated.  What  little  of  color  there  is  in 
either  canvas  is  a  part  of  the  setting;  in  the  former  a  dull  red  curtain 
against  a  bluish  wall  and  a  flowered  carpet;  in  the  latter  a  brown 
curtain  and  a  glimpse  of  landscape  seen  through  the  window  at  the 
right.  Both  sitters  are  represented  in  black,  the  child  in  a  white 
dress.  Of  the  merits  of  the  portrait  of  Mr.  Eckford  one  may  get  some 
idea  from  John  McLeod  Murphy’s  description  of  him  written  in  1859, 
as  follows,  “Henry  Eckford  was  a  man  of  moderate  stature,  but  large 
frame,  with  a  pale,  but  strongly  marked  countenance,  brown  hair  and 
broad  forehead.”  In  the  portrait  he  has  a  florid  face  and  black  or 
very  dark  brown  hair,  the  color  naturally  pronounced  in  the  face 
to  give  it  the  appearance  of  life.  Both  are  sincere  and  dignified 
works  of  real  merit.  They  are  a  fitting  memorial  of  the  friendship  of 
two  outstanding  figures  in  the  history  of  naval  development  in  Amer¬ 
ica,  the  inventor  of  the  steamboat  and  the  father  of  naval  architecture 
in  this  country.  Eckford  w^orked  together  with  Fulton  on  v'arious 
schemes  and  built  the  steamer  “Chancellor  Livingston”  from  his 
plans.  Beside  these  tw'O  life-size  portraits  I'ulton  drew  in  black  and 
white  a  small  self-portrait  (7^2  by  8J^  inches)  for  his  friend.  It  bears 
the  following  inscription,  “To  Henry  Eckford  with  my  friendshi[) — 
this  portrait  of  myself — Robert  Fulton.” 

According  to  the  acrimonious  Dunlap,  “Robert  Fulton  was  guilty 
of  painting  poor  portraits  in  Philadelphia  in  the  year  1782.”  It  is  a 
rather  curious  commentary  upon  Dunlap’s  judgment  that  the  artist 
should  have  been  able  to  accumulate  when  but  twenty-one  enough  to 
purchase  a  small  farm  for  his  mother  and  very  soon  thereafter  go 
abroad  to  continue  his  studies  under  Benjamin  W'est.  In  1785  he  had 
removed  to  New  York  where  he  was  j)ainting  miniatures  with  con- 

Note.  The  biographical  data  ronrerninK  Henry  Iu-kfor<l  is  taken  from  “American  Shi|>s  ami 
Shij>- Builders"  by  John  McLeod  Murphy.  Mvo.  Wr.ip|MTs.  .New  Vork.  iKts).  This  interesiinn 
lecture  was  delivered  at  the  re<iuest  of  ('ornelius  Vanderbilt,  Auttust  Belmont,  Cyrus  W.  Field. 
George  Bancroft  and  others  at  Clinton  Hall,  Ueceml>er  2ylh,  iHsy. 


siderable  success.  When  he  arrived  in  London  West  took  a  real  liking 
to  the  young  painter  and  his  work,  encouraged  him,  and  as  a  mark  of 
his  personal  esteem  presented  him  with  a  portrait  of  himself  contain¬ 
ing  his  wife’s  portrait  on  his  easel.  He  also  painted  Fulton’s  por¬ 
trait  for  him  as  well. 

Henry  Eckford,  born  in  Irvine,  Scotland,  12th  March  1775, 
emigrated  to  Canada  when  sixteen  and  lived  for  five  years  in  Quebec 
with  his  uncle,  John  Black,  a  shipbuilder.  In  1796  he  removed  to 
New  York  where  he  found,  without  difficulty,  employment  in  design¬ 
ing.  He  first  worked  in  a  boat-shop  on  Dover  Street,  and  while  he 
was  there  he  consistently  obtained  from  returning  shipmasters 
minute  accounts  of  the  performances  of  their  vessels  and  of  their 
behavior  under  various  conditions  at  sea.  In  this  way  he  was  enabled 
to  improve  steadily  upon  succeeding  models  and  was  soon  recognized 
as  the  foremost  naval  architect  of  his  day.  During  the  war  of  1812  he 
constructed  the  squadrons  on  the  Great  Lakes  and  completed  them 
in  an  incredibly  short  time  considering  that  the  timber  was  all  cut  in 
the  neighboring  forests  and  transported  to  the  seaboard  when  there 
were  neither  canals  or  railways  in  New  York.  In  1820  he  was  ap¬ 
pointed  Naval  Constructor  at  the  Brooklyn  Navy  Yard  and  while 
there  designed  the  line-of-battle  ship  “Ohio”  and  the  frigate  “Hudson.” 
In  1822  he  built  the  steamer  “Robert  Fulton”  which  made  the  first 
successful  run  from  New  Orleans  to  Havana.  He  was  a  prominent 
figure  in  New  York  in  the  early  ‘twenties’;  a  banker  and  man  of 
affairs  as  well  as  a  naval  architect.  Taxed  on  $50,000  personal 
property  in  1820  he  was  considered  at  the  time  a  wealthy  man.  He 
was  mixed  up  in  the  panic  of  1826  and  lost  heavily  in  it.  In  1833  he 
built  a  sloop  of  war  for  the  Sultan  Mahmoud  and  became  his  naval 
constructor,  taking  up  his  residence  in  Constantinople.  There  he 
organized  a  navy  yard  and  laid  the  keel  of  a  battle-ship  which, 
however,  he  did  not  live  to  see  completed.  He  died  there  the  12th  of 
November  1832  and  some  time  afterward  his  remains  were  brought  to 
this  country  on  a  bark  which  bore  his  own  name  and  deposited  in  the 
family  burying  ground  at  Hempstead,  Long  Island. 
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REGISTER  OF  PORTRAITS  BY  ROBERT  FULTON 


It  may  be  remarked  that  in  the  list  of  Fulton’s  paintings  printed  in  the  cata¬ 
logue  of  the  “Metropolitan  Museum  Hudson-Fulton  Celebration”  the  item 
“Family  of  Benjamin  West  mentioned  in  Colden’s  Robert  Fulton”  is  a  mistake. 
The  picture  there  referred  to  is  by  Benjamin  West  himself. 


1.  Baldwin,  Abraham  (1754-1807). 

Oil. 

Copy  drawn  by  C.  E.  Leutze  reproduced 
in  C.  W.  Bowen:  “Centennial  of  Inaugura¬ 
tion  of  Washington,”  1892. 

2.  Barlow,  Joel  (1754-1812).  Panel. 

Oil.  15^  X  I2j<. 

Owned  by  Judge  P.  T.  Barlow,  1909. 

3.  Barlow,  Joel  (1754-1812).  Oil. 

36  X  28. 

Owned  by  Mr.  R.  F.  Barlow,  1909.  One 
of  the  Barlow  portraits  was  engraved  by 
A.  B.  Durand  for  the  National  Portrait 
Gallery. 

4.  Barlow,  Mrs.  Joel. 

Mentioned  in  a  letter  of  1800  from  Bar- 
low  to  Fulton. 

5.  Beach,  Samuel.  Miniature  on 

Ivory.  Painted  about  1786. 

Owned  by  Worcester  Art  Museum. 
Reproduced  in  A.  C.  Sutcliffe:  “Robert 
Fulton,”  p.  27.  Also  in  T.  Bolton:  “Early 
American  Portrait  Painters  in  Miniature,” 
p.  26. 

6.  Bringhurst,  Joseph.  Oil.  Painted 

in  1786. 

Owned  by  Edward  Bringhurst,  Wilming¬ 
ton,  Del.,  1909. 

7.  CoNYNGHAM,  Mrs.  David  H.  Min¬ 

iature.  Ivory. 

Owned  by  Mrs.  W.  B.  .Stevens,  1913. 

8.  CoNYNGHAM,  Mary.  Miniature. 

Ivory.  Set  in  a  ring. 

Owned  by  Mrs.  A.  C.  S.  Krumbhaar, 
Syracuse,  N.  Y.,  1915. 

9.  Fckford,  Henry  f  1775-1832).  Oil. 

60x41  inches.  Painted  in  1809. 

Exhibited  at  the  Union  League  Club, 
New  York,  Dec.  1921. 


10.  Eckford,  Mrs.  Henry  Lee  Mar¬ 

ian  Bedell  (1776-1840)  and  her 
daughter  Henrietta  Eckford 
(1808-1828).  Oil.  60x41  inches. 
Painted  in  1809. 

Exhibited  at  the  Union  League  Club, 
New  York,  Dec.  1921. 

11.  Franklin,  Benjamin  (1706-1790). 

Oil.  Painted  in  1787. 

Owned  by  Mr.  C.  F.  Gunther,  Chicago, 
1892. 

12.  Fulton,  Robert  (1706-1815).  Oil. 

Self  portrait.  Painted  in  1795. 
Owned  by  Mrs.  R.  F.  Blight,  N.  Y. 
1915.  Reproduced  in  A.  C.  Sutcliffe: 
“Robert  Fulton,”  p.  54.  Copy  by  Thomas 
Anshutz  in  Postal  Museum,  Berlin, 
Germany. 

13.  Fulton,  Robert  (1706-1815). 

Miniature.  Self  portrait. 

Lucy  W.  Dre.xel  Collection. 

14.  Fulton,  Robert  (1706-1815).  Oil. 

Self  portrait.  30  x  25. 

F.  B.  Smith  Sale,  N.  Y.  1920.  Repro¬ 
duced  in  sale  catalogue.  Also  in  If.  W. 
Dickinson:  “Robert  Fulton."  The  late 
C.  11.  Hart  in  a  paper  printed  in  the  “New 
Era,”  Lancaster,  Pa.,  Nov.  1912.  The 
entire  background  had  been  repainted. 
This  was  restored  and  the  painting  rclincd 
under  Hart’s  personal  supervision. 

15.  Fulton,  Robert  (1706-1815). 

Pencil  Drawing.  Self  portrait. 
8J^  X  7F2  inches. 

Presented  to  his  friend,  Henry  Eckford. 

16.  Kittera,  John  Wii.kes.  Minia¬ 

ture.  Painted  about  1786. 
Historical  Society  of  Pennsylvania. 
Reproduced  in  /\.  11.  Sutcliffe:  "Robert 
Fulton,"  p.  27. 
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17-  Kittera,  Mary.  Miniature. 
Painted  about  1786. 

Historical  Society  of  Pennsylvania.  Re¬ 
produced  in  A.  H.  Sutcliffe:  “Robert 
Fulton,”  p.  27. 

18.  Livingston,  John.  Oil. 

Owned  by  Atr.  R.  F.  Ludlow,  Claver- 
ack,  N.  Y.,  1909. 

19.  Livingston,  Walter.  Miniature. 

Attributed  to  Fulton. 

Owned  by  Mrs.  W.  L.  Livingston,  1892. 

20.  Livingston,  Mrs.  Walter,  n^e 

Cornelia  Schuyler.  Oil. 
Wood  panel. 

On  the  reverse  an  unfinished  portrait  of 
Barlow  Fulton.  Owned  by  Mrs.  Hermann 
H.  Cammann,  1909.  Reproduced  in  A.  C. 
Sutcliffe:  “Robert  Fulton,”  p.  214. 

21.  McCurdy,  Michael.  Miniature. 

Owned  by  Mrs.  Geo.  McCurdy,  1913. 


22.  Murray,  Mrs.  Oil. 

Exhibited  as:  “Portrait  of  a  Lady,” 
R.  A.  1791. 

23.  Ross,  Margaret.  Miniature. 

Painted  in  1787. 

Owned  by  Mrs.  C.  S.  Bradford,  Pa. 
1909.  Reproduced  in  A.  C.  Sutcliffe: 
“Robert  Fulton.” 

24.  Stanhope,  Charles  Third  Earl 

OF.  Oil. 

Owned  by  Mr.  H.  Livingston,  Catskill 
Station,  N.  Y.  1909.  Reproduced  in 
Sutcliffe:  “Robert  Fulton,”  p.  42. 

25.  ViLLETTE,  Charlotte.  Painted  in 

1800. 

Mentioned  in  C.  P.  Todd:  “Joel 
Barlow.” 

26.  Unknown.  Portrait  of  a  Young 

Gentleman.  R.  A.  1791. 

27.  Unknown.  Portrait  of  Two  Young 

Gentlemen.  R.  A.  1791. 


PORTRAITS  OF  ROBERT  FULTON 


Benjamin  West. 

Three-quarter  length,  seated,  to  left,  hands 
clasped  on  thigh,  drapery  behind.  At  left,  in 
distance,  an  explosion  at  sea.  (Engraved  by 
W.  S.  Leney.  b.  London  1769.  d.  AJontreal, 


Can.,  1831.  Worked  New  York  1805-1820). 
Thomas  Edwards. 

Miniature  bust  in  silhouette,  painted  in  black 
and  white.  Facing  to  the  right. 
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Thomas  W.  Dewing;  The  Old  Fashioned  Gown  Thomas  \V.  Dewing;  The  Piano  Lesson 

Collclion  of  Dr.  Frederick  Whiling.  Neia  York  CoV.ecUon  of  Mr.  .Albert  R.  Jones.  Kansas  City.  Mo. 


THOMAS  W.  DEWING 


Thomas  W.  dewing  is  one  of  the  few  modern  painters  whose 
speciality  is  distinction.  His  long-lined  women  with  their  small 
heads  and  delicate  features  are  to  the  manner  born.  They  are  not  the 
restless  women  of  today — aggressive  efficiency  is  far  from  them;  they 
can  do  nothing  and  do  it  beautifully,  they  stand  or  sit  still  and  enjoy 
it^ — sure  tests  of  the  thoroughbred.  Where  does  he  find  these  leisurely, 
graceful  creatures  who  have  time  to  lounge  in  such  a  highbred 
manner?  Yet  his  women  have  character,  brains  and  the  mature 
point  of  view;  they  have  chosen  their  route,  they  know  why  and 
whither.  In  this  they  are  modern. 

We  knew  personally  a  young  woman  who  had  posed  for  some  of 
Mr.  Dewing’s  pictures.  She  was  of  French  and  Scotch  parentage — a 
rich  and  interesting  blend.  It  might  not  occur  to  the  average  observer 
to  call  her  beautiful;  she  was  one  of  the  longest  lined  women  we  have 
seen,  with  a  small  olive  skinned  face  framed  in  dusky  hair.  From  her 
dark  eyes  looked  out  sensitiveness,  humor,  romance  and  whimsical 
detachment  from  the  hustling  modern  panorama.  She  was  unex¬ 
celled  in  gracefully  wearing  against  sombre  colors  a  long  rope  of 
gems  or  a  rich  petalled  rose. 

Dewing’s  type  is  peculiar  to  himself,  no  other  painter  suggests  it  in 
the  slightest  degree.  Perhaps  most  of  our  modern  artists  do  not  meet 
such  women  and  would  not  know  how  to  interpret  them  if  they  did. 
Dewing’s  women  neither  “claim  their  place  in  the  sun”  nor  apologize 
for  their  indolence.  How  out  of  place  these  gentle  aristocrats  would 
be  in  one  of  John  Sloane’s  pictures,  or  in  the  bravado  of  a  Henri 
painting.  Dewing’s  vein  is  not  alone  the  psychological.  He  perfectly 
understands  the  structure  of  the  figure,  its  beautiful  balance  in  repose 
— and  what  gowns  sweep  against  its  long-lined  grace,  clinging  here,  to 
pour  away  there  in  cascades  of  shimmering  stuff — choice  gowns  as  fine 
textured  as  the  women  who  wear  them! 

He  could  not  be  popular  with  the  kind  of  popularity  which  comes 
to  more  obvious  painters — his  work  is  too  unobtrusive  and  subtle;  his 
models  suggest  intellect  and  noblesse  oblige,  a  key  is  needed  to  appre¬ 
ciate  them  which  some  critics  and  many  gallery  visitors  do  not  pos¬ 
sess.  Untrained  exhibition-goers,  disturbed  by  Dewing’s  austerity, 
would  not  find  enough  furniture  in  his  rooms,  not  enough  upholstery 
on  his  chairs  or  his  women  to  suit  tlu'ir  taste,  ^"et  his  slender  models 
are  real  human  beings  and  real  women,  they  are  cool  but  not  cold 


blooded.  The  same  warmth  in  coolness  characterizes  his  colors,  for 
Dewing  has  the  real  color  sense;  furthermore,  he  has  a  genius  for 
shadows,  his  manipulation  of  values  is  masterly.  What  a  wonderful 
sense  of  line  is  also  his!  There  is  something  of  the  gothic  in  the  linear 
aspiration  of  his  figures  and  landscapes,  as  poles  asunder  from  the 
globular  vulgarity  of  the  ultra  modernist  whose  work  frankly  rests 
upon  a  materialistic  basis. 

Mysticism  tinges  Dewing’s  intellectual  quality.  He  is  a  spiritual 
as  well  as  a  thinking  painter.  Although  his  work  is  esthetic,  refined, 
sensuous  and  even  esoteric,  it  yet  has  the  strength  born  of  conviction. 
Distinction  of  soul  motivates  it  rather  than  cynicism  or  audacity. 
His  women  unobtrusively  exist  in  spacious  rooms  or  gardens.  If  they 
do  not  turn  from  you  they  regard  you  with  a  gentle  quizzicality  which 
verges  on  gravity.  They  are  not  ignorant  of  the  world  but  the  inner 
springs  of  their  life  are  fed  by  dreams  bred  of  communing  with  the 
finest  in  literature  and  the  arts.  Although  a  little  wistful,  they  are 
not  expectant  of  understanding  for  experience  has  taught  them  that 
their  dainty  intellectuality,  their  dreamy  remoteness  is  apt  to  be  un¬ 
appreciated  by  a  world  which  elbows  by. 

All  this  is  typified  in  Dewing’s  “The  Arm  Chair,”  one  of  the  most 
characteristic  of  his  portraits — a  brunette  has  poured  her  longlined 
grace  into  a  massive  dark  red  chair:  her  attitude  is  both  poised  and 
relaxed.  Is  she  viewing  the  past  with  the  tolerance  born  of  experience 
and  culture?  She  certainly  awaits  the  future  with  serenity.  This 
mood  of  quiet  contemplation  almost  amounts  to  an  ironic  comment 
on  the  strenuousness  of  the  typical  modern  woman. 

Yet  Dewing  is  non-academic.  His  atmosphere  and  light,  quiver, 
disintegrate  and  blend  in  the  modern  spirit.  How  beautifully  his 
women  grow  out  of  softly  suffused  landscapes;  they  are  flowers  among 
flowers,  swaying  to  the  rhythm  of  life,  though  never  eager  nor  anx¬ 
ious,  their  nerves  not  toiling  and  spinning,  but  in  equilibrium.  His 
painting  “In  the  Garden”  shows  three  women  delightfully  doing  noth¬ 
ing  by  moonlight.  One  directly  faces  us,  one  turns  her  back,  the  third 
bends  away  like  a  flower  twisting  on  its  stem.  An  enchantment  of 
exquisitely  blended  light  fills  the  garden.  This  scene  is  a  lyric  of 
womanhood  composed  with  modern  feeling  for  atmosphere. 

Because  Dewing  is  a  poet,  he  creates  poetic  women;  yet  his  women 
are  not  sylphs — they  live.  We  feel  that  they  have  experienced  too 
deeply  to  be  sentimental,  they  respond  to  humor  as  well  as  pathos, 
they  are  susceptible  not  only  to  good  art  and  good  music,  but  even  to 


226 


f-w. 


Thomas  W.  Dewing:  Li-;  Jaseuk 

Collection  of  Mr.  John  Gellatty,  Aew  York 
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a  good  joke.  In  evidence  thereof,  one  sees  that  the  three  women  in 
“Le  Jaseur”  of  Mr.  Gellatly’s  collection  are  keenly  alive  to  every  shade 
of  human  feeling,  even  to  tidbits  of  humorous  gossip. 

“The  Spinet”  also  in  Mr.  Gellatly’s  collection,  is  one  of  the  most 
felicitous  back  views  of  a  woman’s  head  and  shoulders  ever  painted. 
What  sumptuousness  in  delicacy !  Would  that  more  women  knew  how 
to  carry  their  heads  on  their  shoulders  with  distinction. 

We  have  some  examples  of  Dewing’s  production  in  other  lines. 
His  ceiling  decoration  at  the  cafe  of  the  Empire  Hotel  in  New  York 
is  considered  a  fine  piece  of  decorative  work.  In  the  Metropolitan 
IVIuseum  is  an  example  of  Dewing  in  the  biblical  vein.  “Tobit  and  the 
Angel”  has  a  delicate  beauty  of  design  and  color,  a  blending  of  soft 
greys  and  blues.  There  is  spiritual  beauty  in  it,  exaltation  in  the 
angel’s  bearing  and  spiritual  longing  in  the  man’s. 

In  “The  Letter,”  also  in  the  Metropolitan  Museum,  we  are  back 
upon  familiar  ground— a  woman  of  the  usual  Dewing  type  is  seated  at 
a  desk  in  profile,  her  hair  in  a  psyche  knot.  She  wears  a  changeable 
gown  of  pink,  green  and  brown.  One  long  slender  arm  droops  over 
the  chair’s  side,  the  other  rests  on  the  desk,  her  attitude  expresses 
both  pride  and  repose.  The  room  is  austerely  bare — the  wall  without 
pictures  in  a  blend  of  brown,  grey  and  green,  the  floor  in  cool  brown 
tones,  the  antique  desk  of  plainest  design.  This  picture  is  typical  of 
Dewing,  a  combination  of  New  England  austerity  and  Greek  classi¬ 
cism,  set  to  the  glamour  of  modern  atmosphere  and  light. 

In  some  of  his  methods  Dewing  is  a  modernist,  yet  in  his  choice  of 
models  and  point  of  view  he  stands  alone,  combining  the  romantic 
and  classic  tradition  with  up-to-date  technique.  In  his  work  aris¬ 
tocracy  of  feeling  and  modernity  are  married. 
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AN  EARLY  AND  A  LATE  WORK  OF  ANDREA  VANNI 


The  good  taste  of  a  generous  donor  has  unconsciously  enriched 
the  Museum  of  Fine  Arts  at  Boston  by  the  addition  of  two 
panels  of  Andrea  Vanni’s  best  period.  In  the  Bulletin  of  the  Museum 
of  February  1922,  I  saw  a  small  reproduction  of  these  paintings 
representing  S.  S.  Peter  and  Paul  which  at  once  suggested  to  me  the 
name  of  their  author.  A  photograph  which  reached  me  recently  has 
confirmed  this  impression. 

We  have  up  until  now  only  two  absolutely  authentic  works  of  this 
artist;  the  first,  which  has  been  known  to  us  for  some  considerable 
time,  is  the  polytych  in  the  church  of  S.  Stefano,  Siena,  mentioned 
by  the  painter  in  his  own  diary,  which  information  was  repeated  by 
S.  Tizio  in  his  history  of  Siena,  the  manuscript  of  which  is  preserved 
in  the  library  of  the  town.  The  other  is  the  triptych  representing  the 
Crucifixion,  the  Lord  in  the  Garden  of  Gethsemane  and  the  Descent 
into  Limbo,  signed  “Andrea  Vannis  de  Senis  me  pinxit,”  belonging 
to  Ex-Senator  W.  A.  Clark,  New  York  and  published  by  Mr.  F. 
Mason  Perkins  in  this  review  in  August  1921. 

In  comparing  these  two  certain  works  of  the  master  we  realize 
how  very  different  the  quality  of  Andrea’s  paintings  may  be.  While 
the  polyptych  at  Siena,  notwithstanding  some  redeeming  features, 
such  as  the  prophets  in  the  Spandrels,  can  offer  but  little  artistic 
pleasure,  the  picture  at  New  York  may  be  classed  amongst  the  most 
charming  products  of  the  Sienese  school. 

It  is  true  that  by  deduction  it  had  already  been  established  that 
Andrea  was  capable  of  work  very  superior  to  the  polyptych  in  S. 
Stefano  and  his  Madonna  in  the  Fitzwilliam  Museum,  Cambridge, 
for  instance,  falls  but  little  short  in  quality  of  the  painting  published 
by  Mr.  Perkins. 

No  doubt  can  exist  that  the  panels  presented  to  the  Boston 
Museum  belong  to  the  group  of  Andrea’s  good  works  and  not  to 
those  which  rank  with  the  polyptych,  the  characteristic  rigidity  of 
which  we  also  meet  with  in  the  Crucifixion  between  prophets  and  in 
the  archangel  between  saints  in  the  Accademia  of  Siena  and  in  the 
portrait  of  St.  Catherine  in  the  Church  of  S.  Domenico  in  that  city. 

Two  different  manners,  then,  may  be  observed  in  the  works  of 
Andrea.  Now  we  are  practically  sure  at  which  period  in  the 
artist’s  career  the  triptych  of  New  York  was  executed  because 
Mr.  Perkins  states  this  picture  was  originally  at  Naples  and  we  have 


230 


documentary  evidence  to  the  effect  that  the  painter  sojourned  in 
this  city  between  1375  and  1385.  On  the  other  hand,  the  artist’s 
activities  lasted  from  1353  until  1413,  so  that  we  have  a  period  of 
twenty  years  before  as  well  as  after  his  stay  in  Naples  during  which 
we  are  at  liberty  to  imagine  that  the  painter  worked  in  a  different 
manner. 

Does  this  disagreeable  rigidity,  which  may  be  noticed  in  certain 
of  the  master’s  paintings,  characterize  his  earlier  or  later  products? 
Is  it  a  defaut  de  jeunesse  or  sign  of  decay?  In  short,  is  it  anterior  or 
posterior  to  his  Neapolitan  manner? 

Personally  I  think  it  posterior  and  this  for  the  following  reason. 
Andrea  was  an  adherent  of  the  school  created  by  Simone  Martini 
and  although  this  great  painter  died  nine  years  before  we  find  any 
mention  of  Andrea,  this  current  was  still  faithfully  continued  for  a 
considerable  time  by  his  immediate  followers.  However,  this  gen¬ 
eration  of  painters  also  gradually  disappeared  and,  charming  as  he 
may  be  at  times,  Andrea  was  not  sufficiently  great  an  artist  to  main¬ 
tain  this  tradition  by  himself.  Hence  his  later  works  retain  but  few 
souvenirs  of  the  enchanting  art  of  Simone.  I  do  not  think,  however, 
that  the  hardness  in  the  design  of  his  later  works  was  due  to  an 
influence  of  the  Lorenzettis  and  therefore  Andiea  did  not  form  part 
of  that  group  of  painters  such  as  Bartolo  di  Fredi,  Lucca  di  Tomme 
and  Lippo  Vanni  who  at  one  moment  in  their  careers  have  followed 
Simone  Martini  and  at  another  the  Lorezettis.^  No,  the  rigidity  in 
certain  paintings  of  Andrea  \ffinni  is  just  a  manifestation  of  deca¬ 
dence  and  even  the  triptych  in  Senator  Clark’s  collection,  although 
one  of  Andrea’s  finest  creations,  shows,  as  Mr.  Perkins  states,  a 
certain  element  of  rigidity  which  here  does  not  yet  shock  the  eye 
but  which  will  develop  into  the  hard  and  stiff  forms  of  the  master’s 
later  products. 

Little  more  need  be  added. 


’  I  take  this  occasion  to  mention  that,  notwitlistanding  the  liigli  esteem  in  which  1  hold  the 
judgment  of  my  friend  Perkins,  I  disagree  with  his  oi)inion  {Art  in  America,  Oct.  1920),  that  on 
account  of  the  Madonna,  St.  I’cter  and  St.  Aiisamis  in  the  Collection  Lehmann,  \ew  York  (the 
first  previously  in  the  Norton  Collection)  and  the  ajtostle  in  the  Collection  Illumenthal,  New 
York  we  should  admit  that  Lii)[K)  Vanni  began  his  career  as  a  pupil  of  I.ipix)  Memmi.  .Mthoiigh 
I  first  Ijelieved  that,  considering  some  similarities  in  the  features  with  l.ip|K)  N’anni's  signed 
tri[)tych,  the  alxjve  mentioned  Madonna  might  he  hy  t  his  ;irt  ist ,  the  fact  that  it  formed  an  ensemble 
with  the  panels  of  the  Saints  which  seem  to  have  l«-en  made  in  Simone's  immediate  surrounding, 
being  of  a  technic  very  different  to  that  of  Lippo  Vtitini,  make  me  vc-ry  doubtful  if  the  attribution 
to  this  artist  Ik;  correct.  We  find  Lippo  Vanni  mentioned  from  1.^43  until  1375  and  the  extant 
miniatures  made  for  the  S<ala  Hospital  iti  1 345-- two  years  tfter  he  is  ‘irst  met  with  -show  him 
already  obviously  a  follower  of  the  Lorenzettis  while  a  frest'o  fragment  in  the  cloister  of  S.  Homen- 
ico,  Siena  of  1372  seems  much  more  inspired  by  Simone’s  art. 


I  do  not  think  anyone  will  contradict  that  the  panels  in  the 
Boston  Museum  are  by  Andrea  Vanni:  the  design  of  the  face,  in 
which  the  later  so  obnoxious  hardness  may  be  discovered  in  its 
earliest  form,  the  piercing  eyes  and  the  shape  of  the  hands  are  most 
characteristic  of  our  painter.  As  for  the  period  at  which  these  figures 
were  executed  I  think  they  should  be  placed  at  a  time  when  the 
memory  of  Simone  Martini  was  still  fresh,  that  is  to  say  in  the  early 
years  of  the  artist’s  career,  from  which  also  dates  the  Madonna  at 
Cambridge  and  the  half-figure  of  the  Virgin  and  Child  in  the  Museum 
at  Berlin,  while  the  Annunciation  in  the  Fogg  Museum  is  an  outcome 
of  the  transition  period  between  these  and  the  signed  picture  in 
New  York.  A  feature  borrowed  directly  from  Simone’s  style  is  the 
Gothic  movement  in  the  draping  which  characterizes  the  first  products 
but  which  has  already  practically  disappeared  in  Senator  Clark’s 
triptych. 2 

As  we  are  dealing  with  Lippo  Vanni  we  might  dwell  for  a  moment 
on  a  small  panel — probably  a  fragment  of  a  polyptych — which  forms 
part  of  Mrs.  Gardner’s  collection  at  Boston.  It  represents  a  half 
figure  of  St.  Elizabeth;  a  crown  is  placed  on  the  veil  which  covers 
the  saint’s  head,  while  in  her  robe  she  carries  roses. 

Although  not  one  of  Andrea’s  pleasing  products,  this  picture  is 
of  interest  on  account  of  its  resemblance  to  the  portrait  this  artist 
made  of  St.  Catherine.  It  is  certainly  of  the  same  late  period  but 
somewhat  hastily  executed,  as  is  frequently  found  to  be  the  case  in 
similar  small  panels  which  formed  the  terminals  of  more  important 
works. 


^  Looking  through  some  old  reviews  more  than  a  month  after  writing  the  above,  I  discovered 
that  Mr.  Perkins  had  already  attributed  to  Andrea  Vanni,  the  panels  of  S.  S.  Peter  and  Paul  when 
forming  part  of  the  exhibition  of  Sienese  art  of  1904  (Rassegna  d’Arte,  1904,  p.  145)  which  here  I 
ascribe  to  the  same  artist. 

Although  I  am  delighted  to  find  my  attribution  confirmed  by  so  great  a  connoisseur  of  Sienese 
art  as  Mr.  Perkins,  I  was  quite  unaware  of  his  opinion  when  I  wrote  this  article.  That  we  have 
come  independently  to  the  same  conclusion,  only  makes  it  all  the  more  likely  that  it  is  the  correct 
one. 
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Anduka  \  anni;  S. S.  I’ktek  and  I’ai'i,  Am'KHa  X'anni:  St.  I-'m/ahkth 

'J'ht'  Museum  of  Fiur  Arts,  liostou  Collection  oj  Mrs.  John  Tt  ucll  (.iarduer,  Ih^slon 


ARCADIA 

Painted  by  Albert  Pinkham  Ryder 


Here  in  this  garden  that  the  world  knows  not 
One  hears  the  voices  of  the  long  ago, 

The  throb  of  strings  touched  by  an  elfin  bow, 
The  pipes  of  fairies  heretofore  forgot. 

Still  fragrant  as  of  old  this  secret  spot 

And  fair  as  Tempe  in  the  moon’s  white  glow — 
An  Eden  of  today  that  does  not  know 
The  curse  of  Adam  that  the  world  doth  blot. 

A  setting  like  a  dream’s  it  is — that  wakes 
Our  slow  imagination  and  that  makes 

Us  sense  at  last  the  dance’s  deathless  rhyme 
Of  nymphs  and  satyrs  living  here  today 
Forever  young,  as  ere  had  passed  away 

The  gods  and  goddesses  of  ancient  time. 

THE  WRECK 

Painted  by  Albert  Pinkham  Ryder 

High  on  the  beach,  left  by  the  fallen  tide. 

In  bold  relief  against  the  moonlit  dark. 

Deserted  and  forgotten  lies  the  bark 
\\’hich  once  the  ocean’s  reaches  used  to  ride. 

Across  one  mast  hangs  still  a  yard  stretched  wide 
That  makes  a  Cross,  upstanding,  cold  and  stark, 
There  in  the  night — a  punctuation  mark 
To  stop  one’s  heart,  remembering  Him  who  died. 

And  what  if  now  upon  Eternity 

The  world  lay  like  this  wreck  beside  the  sea, 

Untcnanted  and  broken  in  the  shadows  dim. 
With  nothing  standing  save  the  Cross?  That  thought 
Somehow  the  artist  in  this  picture  wrought 
To  haunt  us  with  its  implication  grim! 
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Lawson,  Ernest 

The  pictures  of  sand  dunes  and  sea  gulls  painted  on  Long  Island  by  Mr. 
Lawson  and  shown  at  the  Daniel  Gallery  last  winter  included  several  works  of 
definite  and  demonstrable  aesthetic  value  in  which  effective  design,  fine 
color  and  rhythmic  handling  of  subtleties  of  value  were  very  much  in  evidence. 
One  of  the  more  attractive  canvasses  was  the  “Gulls  Feeding”  but  even  finer 
perhaps  was  the  small  “Black  Ducks — Dawn,”  both  of  them  sunrise  subjects 
filled  with  the  exquisite  feeling  and  charm  of  the  hour — the  tender  light  and  the 
clean,  sweet  air. 


NEW  ART  BOOKS 

The  Whistler  Journal.  By  E.  R.  and  J.  Pennell.  Illustrated.  Sq.  i2mo. 

J.  B.  Lippincott  Co.  Philadelphia.  1921. 

This  journal  begins  with  the  year  1880  when  Mr.  Pennell  first  made  the 
acquaintance  of  Whistler’s  work  in  Philadelphia  and  ends  with  the  artist’s 
last  days  in  1903.  It  is  a  curious  mixture  of  anecdote,  reminiscence  and  quo¬ 
tations  of  Whistler’s  talk,  both  of  the  trivial  kind  and  the  other  really  inter¬ 
esting  sort.  The  book  is  illustrated  with  reproductions  of  fine  lithographs 
and  etchings,  flimsy  sketches,  drawings,  some  very  doubtful  paintings  and 
others  in  his  best  vein.  With  so  many  biographies,  journals,  “Lives”  and 
iconographies  of  his  works  as  we  now  have,  one  may  wonder  a  little  if,  indeed, 
he  is  so  great  a  “Master”  after  all.  Certainly  much  of  what  is  written  about 
him  and  his  work  fails  to  add  to  his  reputation  as  an  heroic  figure  in  the  art 
of  his  time.  Fortunately  his  works  remain  to  justify  his  great  reputation  and 
to  satisfy  us  as  to  the  originality  and  the  beauty  of  much,  if  not  all,  that  he 
produced. 


236 


V 


FRENCH  &  CO. 

ANTIQUE  Tapestries 
Furniture  and  Textiles 
Works  of  Art 

6  EAST  56th  STREET 

NEW  YORK 


RtaJtrt  art  rti/uiued  It  mtntion  Ait  in  Amiiica  m  (tmmumicating  wili  adviniitr 


GETTY  RESEARCH  INSTITUTE 


DEMOTTE 


Works  of  Art 

of  the 

Middle  Ag  es 


De  Luxe  Art  Publications 
in  Limited  Editions 

La  Tapisserie  Gothique 
Le  Museedu  Louvre:  19 14-1920 
Les  Chefs- D’CEuvre  du  Portugal 
Les  Dessins  de  Degas 
Etc. 


27  rue  de  Berri  8  East  5  7tli  Street 

Paris  New  York 


Readers  are  requested  to  mention  Art  in  America  in  communicating  tuith  advertiser 


n) 

\(s< 
10 
nd.  L| 


>IE  . 


t  UoRAIiV 


$1.00  A  COPY 


$6.00  A  YEAR 


ART  IN  AMERICA 

ELSEIV  HERE 

AN  ILLUSTRATED  BI-MONTHLY  MAGAZINE 

VOLUME  X  •  NUMBER  IV 
JUNE,  1922 


EDITED  BY 


FREDERIC  FAIRCHILD  SHERMAN 


PUBLISHED  AT 

EIGHT,  WEST  FORTY-SEVENTH  STREET 

NEW  YORK  CITY 

London:  Messrs.  Bromhead,  Cutts  &  Co.,  Ltd. 

18  Cork  Street,  Burlington  Gardens 


lirrftlDAIIKONO.CLAMMATTtl  DICKMICI  16,1913, AT  THt  POTT  OPflCI  AT  YOlIC,  NEW  YORK,  UNDER  THE  ACT  Of  MARCH  3,  I879 


DUVEEN  BROTHERS 


OBJETS  D’ART 
PAINTINGS 
PORCELAINS 
TAPESTRIES 


NEW  YORK  PARIS 


Readers  are  requested  to  mention  Art  in  America  in  communicating  with  advertiser 


IMPORTANT  PAINTINGS 


GAINSBOROUGH 

HOGARTH 

CONSTABLE 


by 

REYNOLDS 

ROMNEY 

RAEBURN 

at 


LAWRENCE 

HOPPNER 

BEECHEY 


SCOTT  &  FOWLES 

New  Art  Galleries 

66  j  Fifth  x\venue 

(Between  52nd  and  53rd  Streets) 


JOHN  LEVY  GALLERIES 


Jligfjclasig  paintings; 

ANCIENT  and  MODERN 


Nl'W  YORK  Cri'V  :  559  Fifth  Avenue 

PARIS:  28  Place  VenJOme 


Readcri  are  requested  to  mention  Am  IN  Amkkica  in  commurncating  with  advertiser 


Parish- ff^atson  6P  Co.^  Inc. 

Early  Chinese  Pottery 
Sculptures 

Old  Chinese  Porcelain 
Rare  Persian  Faience 

S6o  Fifth  Avenue 

Entrance  through  Dreicer  and  Co. 
or  by  way  of  46th  Street 

New  York 


(Sallerics! 

Paintings  by  Old 
Masters  Exclusively 

Including  examples  of  the  English, 

French,  Italian,  Dutch,  Flemish, 

Spanish  and  Early  American  Schools 

707  FIFTH  AVENUE  at  55th  Street  NEW  YORK 


Readers  are  requested  to  mention  Art  in  America  in  communicating  with  advertiser 


ART  IN  AMERICA 

AND  ELSEWHERE 

Volume  X  •  Number  4  •  JUNE  MCMXXII 


CONTENTS 

THE  AUTOCHTHONOUS  ART  OF  AMERICA  .  BY 
LOUIS  C.  G.  CLARKE  .  Page  147 

AN  ENGLISH  PORTRAIT  -  PAINTER  IN  HOLBEIN’S 
ATELIER  .  BY  PAUL  GANZ  .  Page  153 

EARLY  NEW  YORK  SILVER  TANKARDS  .  BY  C. 
LOUISE  AVERY  .  Page  159 

EGYPTIAN  OBJECTS  IN  THE  COLLECTION  OF  MR. 
I  WALTER  A.  ROSELLE  .  BY  T.  GEORGE  ALLEN 
Page  173 

A  MADONNA  RELIEF  BY  AGOSTINO  DI  DUCCIO  IN 
THE  J.  PIERPONT  MORGAN  COLLECTION  .  BY 
STELLA  RUBINSTEIN  .  Page  18 1 

CURRENT  COMMENT  .  Page  183 

Tht  arttcUs  and  pteturet  art  eopyrifrhted^  and  mutt  net  bt  rtprinttd  ivit/icut  tptcial  permission 


P  U  B  L  I  S  H  !■>  D  B  Frederic  Fairchild  Sherman 
8  West  47th  Street  New  or k  City  New  ^'ork 

ENCiLISH  A(»EN1S:  Messrs.  Broinhead,  Cutts  N  Co.,  Ltd. 
18  Cork  Street  Burlington  Gardens  London,  W.  I. 

When  adreniiementi  and  lubKriplioni  will  be  received  jnd  copiei  of  the  migiilne  may  be  purchited 


IMPORTANT  ILLUSTRATED  ART  BOOKS 

PUBLISHED  BY 

FREDERIC  FAIRCHILD  SHERMAN  -  8  West  47th  Street,  New  York  City 

ESSAYS  IN  THE  STUDY  OF 
SIENESE  PAINTING 

By  Bernard  Berenson 

Small  ^  to.  Illustrated.  Limited  edition.  $6.00  net. 

Delivered  1  5 

Mr.  Berenson  has  the  inestimable  virtue,  as  an  expert, 
of  communicating  the  spirit  and  mood  in  which  he 
works.  He  has  made  many  valuable  discoveries. 

— New  York  Times, 

VENETIAN  PAINTING 

IN  AMERICA 

By  Bernard  Berenson 

Small  ^  to.  Illustrated.  Limited  edition.  S/.^O  net. 

Delivered  $7.65 

One  of  the  most  significant  works  of  reconstructive 
criticism  that  have  appeared  in  recent  years  on  the  sub¬ 
ject  of  Italian  painting. — The  Dial. 

THE  LATE  YEARS 

OF  MICHEL  ANGELO 

By  Wilhelm  R.  Valentiner 

Octa'vo.  Illustrated.  Limited  edition. 

Delivered  $7.50 

No  one  has  made  the  mysterious  giant  of  the  renais¬ 
sance  live  for  us  in  the  same  degree. — New  York  Times. 

INTRODUCTIONS 

By  Martin  Birnbaum 

8  'VO.  Limited  edition.  Illustrated.  $J.OO  net. 

Delivered  $5.15 

It  is  a  pleasure  to  come  in  touch  with  the  newer 
movements  under  a  guide  who  eschews  jargon  and 
keeps  his  head. — The  Review. 

AMERICAN  PAINTERS  OF 

YESTERDAY  AND  TODAY 

By  Frederic  F.  Sherman 
mo.  Limited  edition.  Illustrated.  $J.OO  net. 

Delivered  $3.10 

Illuminating  and  well  written.  Interesting  alike  to 
the  artist  and  the  art  lover. — Cincinnati  Enquirer. 

LANDSCAPE  AND  FIGURE 
PAINTERS  OF  AMERICA 

By  Frederic  F.  Sherman 

13  mo.  Limited  edition.  Illustrated.  $J.OO  net. 

Delivered  $3.10 

Mr.  Sherman  searches  for  spiritual  and  intellectual 
significances.  He  helps  us  to  recognize  beauties  and 
apprehend  sentiment. — Detroit  Free  Press. 

AMERICAN  ARTISTS  SERIES 

Each  volume  uniform,  finely  printed  frot/i  type  on  hand-made  paper  in  limited  editions  and  beautifully  illustrated  with 

photogravure  plates. 

Albert  Ryder 

By  Frederic  Fairchild  Sherman 

A  monograph  of  the  highest  interest  to  students  of 
American  art.  It  characterizes  the  artist  enthusiastically 
and  at  the  same  time  justly.  Mr.  Sherman  adds  to  his 
illuminating  text  an  invaluable  catalogue. 

— New  York  Tribune. 
225  copies.  ®25.oo  net. 

Winslow  Homer 

By  Kenyon  Cox 

Explains  everything  that  is  explicable  in  Homer’s 
art. — New  York  Tribune. 

300  copies.  $15.00  net. 

Ralph  Albert  Blakelock 

By  Elliott  Daingerfield 

For  those  interested  in  the  painting  of  Blakelock 
this  review  of  his  work  and  life  should  prove  very 
attractive. — The  Burlington  Magazine. 

250  copies.  $12.50  net. 

George  Inness 

By  Elliott  Daingerfield 

Must  take  first  place  as  a  document  of  the  personality, 
life  and  work  of  George  Inness. — International  Studio. 
250  copies.  $20.00  net. 

Fifty  Paintings  by  Inness 

Introduction  by  Elliott  Daingerfield 

Presents  more  pictures  by  the  artist  than  any  one 
before  has  been  able  to  see  together,  except  in  the 
exhibition  held  after  Inness’s  death. — The  Dial. 

300  copies.  $25.00  net. 

Homer  Martin 

By  Frank  Jewett  Mather,  Jr. 

A  thoroughly  sympathetic  and  intelligent  piece  of 
criticism,  and  throws  a  great  deal  of  interesting  light 
upon  the  character,  the  aims  and  the  personality  of 
the  painter. — Boston  Transcript. 

250  copies.  $15.00  net. 

Fifty-eight  Paintings 
by  Homer  Martin 

Described  by  Dana  Carroll 

The  reproductions  form  a  little  gallery,  through  which 
one  may  become  intimately  acquainted  with  the  paint¬ 
er’s  genius.  Martin’s  beautiful  quality  of  design,  his 
synthetic  habit  and  his  feeling  for  form  may  all  be 
studied  in  these  plates. — The  New  York  Tribune. 

300  copies.  $25.00  net. 

Alexander  Wyant 

By  Eliot  Clark 

Mr.  Clark  has  conducted  his  analysis  with  tact,  lucid¬ 
ity,  and  judgment.  He  rightly  emphasizes  the  inti¬ 
macy  and  charm  of  Wyant. —  The  Nation. 

300  copies.  $15.00  net. 

Sixty  Paintings 
by  Alexander  Wyant 

Described  by  Eliot  Clark 

As  a  volume  of  record  the  book  is,  of  course,  invaluable. 

— New  York  Times. 

The  photogravures  are  superb  and  the  typography  is 
perfect. — New  York  Herald. 

250  copies.  $25.00  net 

Readers  are  requested  to  mention  Art  IN  America  tn  commumcaling  with  advertiser 


The  Milch  Galleries 

WILDENSTEIN 
AND  COMPANY 

Dealers  in 

z^merican  T^aintifigs 
and  Sculpture 

HIGH-CLASS 

OLD  PAINTINGS 

TAPESTRIES 

WORKS  OF  ART 

Etchings  and  Mezzotints 

EIGHTEENTH- 

CENTURY 

FURNITURE 

647  FIFTH  AVENUE 

Io8  WEST  57TH  STREET,  NEW  YORK 

NEW  YORK  C  I  T  Y 

(Adjoining  the  Lotos  Club) 

PARIS:  57  RUE  LA  BOETIE 

EARLY  AMERICAN 
PORTRAIT  PAINTERS  IN 

MAX  ROTHSCHILD 

i  MINIATURE 

1  By  Theodore  Bolton 

1  Octavo.  With  reproductions  of  J2  miniatures. 

PICTURES  BY 

Limited  edition  of  300  copies.  Delivered, 
$I0.2S  net 

OLD  MASTERS 

Mr.  Bolton’s  monograph  is  an  excellent  one. 

!  It  catalogues  the  more  important  miniatures 

US 

and  gives  the  lives  of  the  lictter  known 
miniaturists. — Brooklyn  F.a^te. 

*N. 

With  untiring  industry  this  connoisseur  has 
brought  together  all  the  information  concern- 

Rare  Masters 

ing  people  who  painted  in  miniature  in  North 
.America  licfore  1850.  F.vcryone  who  writes 
on  the  histor)'  of  .American  art  must  hence¬ 
forth  consult. — Boston  Herald. 

Exceptional  Examples 

Can  be  congratulated  on  having  compiled  a 
most  useful  and  interesting  volume  on  a  very 
difficult  subject,  the  material  of  which  is  scat- 

rhe  Sackvillc  (lallcrv 

tered  over  a  wide  area. — tendon  limes. 

.A  Kholarlv  and  useful  work. — Ijond'in  .Ipec- 

28  Sackville  Street 

tutor. 

LONDON,  \V.  1. 

' 

1  RKDKHIC  1  .AIKClIII.I)  SIIKKMA.N 

Trirgraiiis;  Trir  phone : 

OnjKPAB  UiNDON  NlAVrAIK  jsAg 

R  \Vr*t  47th  stfrrl  New  Voffc 

Readers  are  requested  to  mention  Akt  IN  Amkkica  in  commiinuattng  with  advertiser 


’iAmerican  ‘Paintings  of  distinction 

Blakelock,  Ralph  A. 

Newman,  Robert  L. 

Bunce,  W.  Gedney 

Ryder,  Albert  P. 

Homer,  Winslow 

Sargent,  John  S. 

Inness,  George 

Twachtman,  John  H. 

Martin,  Homer  D. 

Wyant,  Alexander  H. 

Fr 

EDERic  Fairchild  Sherman 

8,  West  47th  Street  New  York  City 

STATEMENT  OF  THE  OWNERSHIP,  MANAGEMENT,  CIRCULATION,  ETC. 
REQUIRED  BY  THE  ACT  OF  CONGRESS  OF  AUGUST  24,  1912. 

Of  Art  in  America  and  Elsewhere  published  bi-monthly  at  New  York,  N.  Y.,  for  April  i,  1922. 

State  of  New  York 
County  of  New  York/°°' 

Before  me.  a  Notary  Public  in  and  for  the  State  and  county  aforesaid,  personally  appeared  Frederic 
Fairchild  Sherman,  who,  having  been  duly  sworn  according  to  law,  deposes  and  says  that  he  is  the  Publisher 
of  Art  in  America  and  Elsewhere  and  that  the  following  is,  to  the  best  of  his  knowledge  and  belief,  a  true 
statement  of  the  ownership,  management,  etc.,  of  the  aforesaid  publication  for  the  date  shown  in  the  above 
caption,  required  by  the  Act  of  August  24,  1912,  embodied  in  section  443,  Postal  Laws  and  Regulations,  to  wit: 

1.  That  the  names  and  addresses  of  the  publisher,  editor,  managing  editor,  and  business  manager  are: 

Name  of —  Post  office  address — 

Publisher,  Frederic  Fairchild  Sherman,  8  West  47th  Street,  New  York,  N.  Y. 

Editor,  Frederic  Fairchild  Sherman,  8  West  47th  Street,  New  York,  N.  Y. 

Managing  Editor:  none. 

Business  Manager:  none. 

2.  That  the  owner  is  Frederic  Fairchild  Sherman,  8  West  47th  Street,  New  York,  N.  Y. 

3.  That  the  known  bondholders,  mortgagees,  and  other  security  holders  owning  or  holding  i  per  cent  or 
more  of  total  amount  of  bonds,  mortgages,  or  other  securities  are:  None. 

4.  That  the  two  paragraphs  next  above,  giving  the  names  of  the  owners,  stockholders,  and  security 
holders,  if  any,  contain  not  only  the  list  of  stockholders  and  security  holders  as  they  appear  upon  the  books 
of  the  company  but  also,  in  cases  where  the  stockholder  or  security  holder  appears  upon  the  books  of  the  com¬ 
ps  ny  as  trustee  or  in  any  other  fiduciary  relation,  the  name  of  the  person  or  corporation  for  whom  such  trustee 
is  acting,  is  given;  also  that  the  said  two  paragraphs  contain  statements  embracing  affiant's  full  knowledge 
and  belief  as  to  the  circumstances  and  conditions  under  which  stockholders  and  security  holders  who  do  not 
appear  upon  the  books  of  the  company  as  trustees,  hold  stock  and  securities  in  a  capacity  other  than  that  of  a 
bona  fide  owner;  and  this  affiant  has  no  reason  to  believe  that  any  other  person,  association,  or  corporation 
has  any  interest  direct  or  indirect  in  the  said  stock,  bonds,  or  other  securities  than  as  so  stated  by  him, 

Frederic  Fairchild  Sherman,  Publisher. 

Sworn  to  and  subscribed  before  me  this  6th  day  of  April,  1922. 

William  A.  Merrill 

Notary  Public,  New  York  County,  N.  Y.,  No.  250. 
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Fig.  I  Turquoise  IMos.mc  from  Valley  of  Mexico. 
Given  by  Montecuzoma  to  Cortes  to  Send  to 
Charles  V. 

In  the  British  Museum 

Fig.  3  Pkoto-Chimu  Pot  from  Chicama  Valley, 
NEAR  TrUXILLO,  PeKU 


Fig.  2  Mask  of  Green  Mica  Schist  from 
Copan,  FIonduras 

Property  of  Mr.  Louis  C.  G.  Clarke 

Fig.  4  Proto-Nazca  Pot  from  Peru 
Property  of  Mr.  Louis  C.  G.  Clarke 
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THE  AUTOCHTHONOUS  ART  OF  AMERICA 


r  is  a  somewhat  remarkal)le  fact  that,  al¬ 
though  the  museums  of  America  and  Kurope 
have  contained  for  many  years  large  collec¬ 
tions  of  specimens  belonging  to  the  ancient 
ci\ilizations  of  the  New  World,  there  have 
been  few  collections  made  by  connoisseurs  for 
the  intrinsic  beauty  of  the  objects  themselves. 
It  is  only  during  the  present  generation  that 
the  revolt  from  the  pretty  and  the  obvious  in  art  has  gained  ground, 
and  there  are  not  a  few  now  who  prefer  a  fine  African  mask  or  a  Pre¬ 
columbian  Peruv  ian  pot  to  a  costly  Dresden  group  or  Sevres  Plate. 

The  Burlington  Fine  Arts  Club  in  London,  which  has  held  many 
fine  Fxhibitions  of  various  kinds,  from  the  Art  of  Ancient  Lgypt 
and  f'.reece  to  that  of  I'rance  in  the  eighteenth  century,  decided 
to  holrl  an  Inhibition  in  1920  of  “Indigenous  .American  .Art.”  .At 
first  it  was  considered  doubtful  if  there  would  be  enough  material 
available,  as  no  object  was  to  be  included  which  had  only  an  archaeo¬ 
logical  interest  without  an  aesthetic  value.  The  ('ommittei*  was 
C  (i|i>riKlit,  \>)22.  i  n-<l<  ric  I'.iirrliild  Shcrm.iii 


M7 


surprised  to  receive  offers  of  loans  from  over  forty  private  collectors, 
and,  with  the  kind  help  of  the  Corporations  of  Liverpool  and  Warring¬ 
ton  and  the  Universities  of  Oxford  and  Cambridge,  who  lent  a  number 
of  specimens  each  from  their  own  museums,  the  Exhibition  was  very 
representative  of  the  Arts  of  the  vanished  and  vanishing  races  of 
America,  and  a  really  wonderful  display  was  made.  The  Exhibition 
Room  is  not  large,  and  in  it  were  gathered  specimens  of  the  art  of 
Aztec  and  Pre-Aztec  people  of  Mexico,  a  large  number  of  Maya  pieces 
from  Guatemala  and  Honduras,  gold  work  from  the  Chiriqui  region 
and  Colombia,  and  a  splendid  series  from  Peru,  the  display  of  Proto- 
Chimu  and  Proto-Nazca  being  really  remarkable,  while  there  were 
a  few  choice  specimens  of  the  more  modern  art  of  the  North-West 
Coast  of  Canada.  The  smallness  of  the  room  gave  spectators  a 
chance  not  afforded  by  a  large  museum,  of  seeing  the  various  cultures 
massed  more  or  less  together,  and  obtaining  an  idea  of  the  art  of  the 
whole  Continent.  There  can  be  no  doubt  that,  although  the  arts  of 
the  various  people  appear  at  first  sight  so  different,  there  must  have 
been  some  sort  of  trade  communication  between  the  Northern  and 
Southern  Continents.  Objects  of  gold  have  been  found  amongst  a 
mass  of  late  Maya  workmanship  in  the  Cenote  of  Chichen  Itza, 
Yucatan,  which  are  identical  with  Chiriqui  specimens  from  Costa 
Rica  and  Panama,  while  goldwork  has  been  found  in  Ecuador,  show¬ 
ing  Chiriqui  designs,  in  company  with  objects  related  to  the  culture 
of  the  second  period  of  Tiahuanaco  in  Bolivia.  In  North-West 
Argentina,  too,  copper  plaques  have  been  discovered  strongly  in¬ 
fluenced  in  style  by  the  art  of  Tiahuanaco  II.  Some  of  the  pottery 
and  goldwork  of  the  Province  of  Antioquia  in  Colombia  bears  a  very 
striking  resemblance  to  the  Chiriqui.  This,  however,  is  not  surprising, 
as  there  appears  to  have  been  fairly  regular  coasting  trade  between 
Panama  and  Colombia,  for  we  hear  froin  Las  Casas  of  the  Chief 
Tubanama,  opposite  the  Pearl  Islands  and  just  north  of  Gulf  of 
San  Miguel,  importing  gold  from  the  South,  which  probably  meant 
Colombia.  Further  north,  the  Spaniards  had  first  heard  of  South 
America  when  Balboa  was  quarrelling  with  one  of  his  companions 
about  some  gold  given  them  by  a  Chief  of  the  Cueva;  he  was  told  if 
they  set  such  a  value  to  gold,  they  should  travel  South-West  to 
Tubanama,  and  then  further  to  a  great  Sea  with  ships  propelled  by 
sails  and  oars.  Here  they  would  find  as  much  gold  as  they  wanted. 
This  must  refer  to  Ecuador,  as  it  was  the  only  place  where  there  were 
sails  in  use.  When  they  went  further  south,  they  reached  the  country 
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of  a  Chief  Tumako,  who  told  them  of  a  country-  still  further  south 
ver>’  rich  in  gold,  and  where  the  inhabitants  used  certain  animals 
(llamas),  to  carry  their  goods.  Again  further  south,  details  became 
more  precise,  and  Andagoya  says  they  received  accounts  “concerning 
all  the  coast  and  everything  that  has  been  discovered  as  far  as  Cuzco 
especially  with  regard  to  the  inhabitants  of  each  province,  for  in 
their  trading  this  people  extend  their  wanderings  over  many  lands.” 
It  will  be  seen,  therefore,  that  it  is  wrong  to  imagine  each  culture 
absolutely  isolated,  but  it  must  be  remembered  that  the  dates  of  the 
rise  and  fall  of  the  various  civilizations  are  very  different.  Except  for 
the  Maya,  we  have  no  method  of  dating  the  remains  which  have 
come  down  to  us.  The  earliest  date  carved  on  a  Maya  monument  is 
of  the  first  century  before  our  era.  For  the  dating  of  the  rest  of  the 
American  cultures,  besides  the  evidence  of  the  spade,  one  is  forced  to 
rely  on  the  tradition  of  the  natives  which  the  Conquistadores  collected 
with  considerable  care,  and  their  manuscripts  and  published  works 
are  now  our  only  source  of  information. 

Reviewing  the  Arts  of  America  as  a  whole,  one  must  be  struck 
by  the  fact  that  it  is  nearly  always  highly  conventionalised;  this  is 
perhaps  the  reason  why  it  has  never  been  popular  with  the  general 
public.  The  same  applies  in  a  lesser  degree  to  Egyptian  Art,  which  is 
only  now  coming  into  its  own.  The  only  peoples  in  America  who 
excel  in  realism  were  the  Maya  of  Central  America,  the  inhabitants 
of  North  Peru  round  Trujillo  and  the  Ecuadorians  of  Manabi.  In  the 
neighbourhood  of  Trujillo  have  been  dug  up  immense  nuivibers  of 
fine  pots,  many  with  heads  so  realistic  that  it  is  quite  possible  the\' 
are  portraits,  while  others  are  painted  with  \arious  birds,  easih' 
recognised,  with  as  much  knowledge  of  beauty  of  line  as  the  Greeks 
themselves.  The  same  wonderful  purity  of  line  is  found,  too,  amongst 
the  Maya  and  Tiahuanaco  remains,  and  again  in  the  far  r'iorth-W'est, 
amongst  the  Tsimshan  and  llaida  Indians,  >et  these  same  .Arts  are 
\X‘ry  highly  con\entionalised.  It  is  probable  that  many  of  the  \'ery 
conventionalised  i)atterns  are  deri\ed  from  textiles.  1  feel  con\  inced 
that  some  of  the  designs  on  ('asas  Grandes  iK)tter>'  from  Mexico  are 
copied  from  textiles,  and  much  of  the  early  Mazea  Ware  gi\'es  me  the 
same  im|)ression.  When  the  textiles  (ff  South  .America  are  better 
ktunvn,  they  will  be  considered  some  of  the  most  remarkable  achie%'e- 
ments  in  the  whole  history  (;f  man,  with  their  amazing  techniciue, 
si)letulid  dc'signs,  and  glorious  colouring.  It  is  oul>'  in  the  dr\'  lH>lt  of 
Peru  that  they  have  been  found  in  any  numbers  in  good  state.  It 
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makes  us  regret  that  the  intense  humidity  of  Central  America  has 
destroyed,  long  since,  the  wonderful  embroideries  which  are  repre¬ 
sented  in  carving  on  the  Maya  Stelae.  However,  if  no  textiles  have 
come  down  to  us  from  the  early  inhabitants  of  Mexico  and  Central 
America,  we  have  many  wonderful  pieces  of  sculpture  and  archi¬ 
tectural  remains.  It  is  somewhat  strange  that,  whereas  in  Europe  our 
columns  are  taken  from  tree  trunks,  in  America  the  vegetable  king¬ 
dom  never  seems  to  appear  in  architecture,  but  the  designs  are  all 
derived  from  human  or  animal  forms.  In  Peru  sculpture  on  a  large 
scale  is  comparatively  rare,  and  the  most  important  is  the  Puerto  del 
Sol  at  Tiahuanaco.  All  through  America,  inlaying  of  stone  was 
practised  with  great  success,  and  this  must  have  had  a  common  origin 
somewhere  on  the  continent.  In  the  Museum  of  the  American  Indian 
in  New  York  are  to  be  seen  some  extremely  beautiful  specimens  of 
Mosaic  work — Turquoise  and  Jet  from  Pueblo  Bonito  in  New  Mexico. 
In  the  British  Museum  are  exhibited  the  series  of  Turquoise  Mosaics 
purchased  by  the  late  Sir  Woolaston  Franks  and  Mr.  Henry  Christy 
in  Italy,  some  of  which  had  been  sent  by  Cortez  from  Mexico  as  a 
present  to  the  Emperor,  Charles  V.,  from  Montecuzoma.  The  early 
Peruvians  employed  the  same  technique,  but  no  large  pieces  have 
come  down  to  us,  although  many  fine  small  pieces  in  the  form  of 
ear-plugs  and  pendants  are  to  be  seen  in  Museums. 

In  an  exhibition  such  as  was  held  in  London,  it  is  only  natural 
that  pottery  should  take  the  foremost  place,  and  it  is  probably  in  the 
direction  of  collecting  pottery  that  connoisseurs  will  chiefly  interest 
themselves.  There  can  be  no  doubt  that  the  finest  pottery,  made 
without  a  wheel,  was  made  in  America.  It  is  a  remarkable  fact  that  a 
people  like  the  early  Peruvians,  so  highly  intelligent  as  to  have 
mastered  the  intricacies  of  a  very  elaborate  system  of  irrigation, 
should  never  have  thought  of  a  wheel  for  making  pottery.  The  finest 
pottery  found  in  South  America,  has  come  from  Peru  and  Tiahuanaco 
in  Bolivia.  To  speak  broadly,  in  Northern  Peru,  especially  round 
Trujillo,  the  potter  decorated  by  modelling  and  painting  in  mono¬ 
chrome,  while  in  Southern  Peru,  especially  round  Nazca,  the  deco¬ 
ration  was  obtained  by  painting  conventional  animals,  etc.,  in  bril¬ 
liant  colours.  Although  in  the  North  many  fine  painted  pots  have 
been  found,  they  are  never  in  the  rich  colours  of  the  South,  and  at 
Nazca  modelled  pots  have  been  discovered,  but  never  in  the  striking 
realistic  style  of  the  North.  From  Recuay  have  come  a  few  very 
remarkable  pots,  with  fine  modelling  and  painting,  recalling  in  treat- 
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merit  some  of  the  “lost-color”  ware  of  the  Chiriqui.  The  pottery  from 
Huacho,  though  rarely  of  first-rate  quality,  has  produced  a  number 
of  pieces,  some  of  which  might  well  have  been  made  at  Trujillo,  while 
others  bear  a  remarkable  resemblance  to  Nazca  and  Tiahuanaco.  The 
last  named  place  produced  fine  modelled  and  beautifully  painted 
designs.  At  the  height  of  its  power  its  territory  reached  to  the  sea, 
and  from  Pachacamac  near  Lima  have  come  many  of  the  best  pieces 
yet  brought  to  light.  The  Inca  pottery  from  Cuzco,  although  admir¬ 
ably  made,  has,  usually,  no  great  artistic  value.  However,  during 
this  period  on  the  Islands  of  lake  Titicaca  was  made  some  very 
remarkable  potter^’  of  which  ver>’  little  remains,  but  in  the  Aluseum 
of  Natural  History  at  New  York  are  some  fragments  from  the  Island 
of  Kasapata  decorated  in  a  striking  manner  with  a  row  of  slightly 
conventionalised  llamas,  while  other  pieces  have  realistic  paintings  of 
butterflies,  a  motive  extremely  rare  or  almost  unique  in  South  Ameri¬ 
can  pottery.  It  is  of  interest  to  note  that,  during  this  period  on  the 
neighbouring  coast,  wooden  beakers  decorated  with  coloured  mastic 
first  seem  to  have  been  made;  on  several  of  these  butterflies  and  other 
insects  appear  as  ornamental  motives.  I  am  inclined  to  think  that 
these  decorations,  so  unusual  in  Inca  Art,  owe  their  origin  to  the  last 
remaining  influence  of  Tiahuanaco  culture,  which  had  died  out  else¬ 
where  but  had  survived  in  this  out-of-the-way  spot.  In  confirmation 
of  this,  the  wooden  beakers  are  identical  in  shape  with  those  in 
pottery  from  Tiahuanaco. 

Central  American  pottery  is  the  most  remarkable,  perhaps,  of  the 
whole  Continent,  and  certainly  the  most  varied.  The  Maya  excelled 
in  pottery'-making,  as  they  did  in  architecture  and  sculpture.  It  is 
only  of  recent  years  that  any  quantity  has  been  excav'ated,  and, 
wherever  the  Maya  inhabited,  splendid  examples  have  been  found. 
From  British  Honduras,  Dr.  Gann  brought  a  series  of  splendidly 
painted  v’ases,  decorated  with  animals,  birds  and  insects,  some  treated 
conventionally,  and  others  naturalistically,  while  a  number  of  finely 
modelled  animals  was  also  discovered.  F'rom  Guatemala  and  Hon¬ 
duras  has  come  a  large  series  of  the  same  wares,  and  in  Salvador  has 
been  found  a  smaller  cpiantity,  but  including  a  number  of  vcr>’  fine 
cylindrical  ijots,  generally  decorated  with  glyphs.  Salvador  seems  to 
have  lx.*en  the  southernmost  limit  of  the  Maya.  Further  south  the 
S{)lendid  and  highly  conventionalized  decoration  of  the  Nicoyan 
[Kjttery,  which  seems  to  have  b(“(.‘n  influenced  by  the  .Mexicans,  is 
founfl,  and  in  Southern  C'osta  Rica  and  1‘anama  were  made  several 


varieties  of  pottery,  employing  amongst  other  methods  of  decoration 
that  of  “Lost  Colour,”  which  consists  in  reserving  patterns  in  the 
groundcolour  by  painting  with  designs  in  wax  or  resin,  which  was 
subsequently  removed  by  boiling,  leaving  the  design  unpainted, 
while  the  rest  was  coloured.  The  unpainted  pottery  of  the  Chiriqui, 
known  as  “Armadillo  ware,”  is,  technically,  the  finest  yet  found  in 
America — a  pinkish-buff,  almost  invariably  decorated  with  Armadil¬ 
los,  or  parts  of  these  animals. 

Turning  to  the  Northern  Continent,  a  great  deal  of  good  pottery 
has  been  found  in  Arizona  and  New  Mexico,  but  none  excavated  in 
any  quantity  equals  the  Mimbres  ware,  discovered  for  the  first  time  a 
few  years  back,  with  striking  decoration  of  birds,  etc.  In  Mexico,  the 
finest  ware  was  that  of  Cholula — generally  of  a  greyish-red  clay, 
covered  with  a  dark  crimson  slip,  decorated  conventionally  in  reds, 
white,  yellow  and  black;  so  highly  esteemed  was  this  by  the  Aztecs 
that  Montecuzoma’s  meals  were  served  on  it,  and  from  Cholula  cups 
he  drank  his  octli  and  chocolate.  Other  wares  were  the  Tarascan  from 
Michoacan,  best  known  by  the  seated  figures  of  women;  the  Zapotecs 
from  Oaxaca,  whose  modelling  of  the  figure  was  superior  to  the 
former,  but  lacked  their  simplicity  in  over-adorning  with  elaborate 
head-dresses,  breast  ornaments  and  other  jewels.  The  Aztecs  them¬ 
selves  made  little  pottery  of  great  artistic  value,  but  a  good  deal  of 
mould-made  pottery  is  to  be  seen  in  museums.  In  reviewing  in  so 
little  space  the  artistic  achievements  of  so  many  races  during  so  many 
hundred  years,  I  have  naturally  omitted  much,  but  this  paper  is  only 
a  plea  to  all  lovers  of  the  beautiful  to  regard  some  at  least  of  the  won¬ 
derful  relics  of  the  early  inhabitants  of  the  American  Continent  not  as 
mere  ethnographical  specimens,  but  as  objects  of  great  aesthetic  value. 
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AN  ENGLISH  PORTRAIT-PAINTER 
IN  HOLBEIN’S  ATELIER 


HE  number  of  authentic  portraits  painted  during  Holbein’s 


J.  sojourn  in  England  has  lately  increased  in  a  remarkable  degree, 
through  the  disco\’ery  of  hitherto  unknown  works  by  his  hand;  but 
still  greater  is  the  number  of  replicas  and  copies  made  during  the 
master’s  lifetime  and  shortly  afterwards.  To-day  we  must  acknowl¬ 
edge  the  fact,  that  Holbein’s  portraits  of  eminent  contemporaries 
not  only  exist  in  duplicate,  as  is  the  case  with  the  portrait  of  Arch¬ 
bishop  Warham  of  Canterbury  (Lambeth  Palace  and  Louvre),  and 
of  Southwell  (Florence  and  Louvre),  both  rightly  ascribed  to  Holbein, 
but  some  portraits  were  painted  three  times  and  even  oftener,  for 
instance  Erasmus  of  Rotterdam,  Sir  Bryan  Ttike  and  Thomas  Crom¬ 


well. 


A  letter  of  Basilius  Amerbach  to  Joachim  Kbnig,  syndic  in  Niirn- 
berg,'  speaks  of  five  half-length  portraits  in  different  sizes,  all  in  Basle 
at  that  time  (1587).  Two  of  them  give  the  profile;  three,  amongst 
which  is  the  small  circular  portrait  in  the  Museum  in  Basle,  gi\e 
the  scholar  in  a  three-quarter  view.  But  there  are  still  other  portraits 
of  Erasmus,  the  large  one  in  the  Loux're,  the  one  in  Longford-Castle 
and  the  picture  of  1530  in  Parma,  all  in  all  eight  portraits.  Besides 
those  in  profile  (Basle  and  Paris)  the  three-quarter  face  view  seems 
to  be  the  earliest  position  for  representing  the  i)hilosopher,  and 
Holbein  has  taken  it  up  again  later,  modifying  it  somewhat,  when  he 
painted  the  portrait  now  in  Parma.  (There  is  a  copy  in  Petersburg) 
and  the  circular  one  in  Basle.  (Copies  in  Karlsruhe,  Dresden,  Lausanne 
and  Basle.)  The  latest  known  portrait  is  the  small  one  discoveretl 
in  1912,  showing  him  as  an  old  withered  man.  The  psychology  is 
profound  and  the  character-anal>'sis  is  carried  e\'en  farther  than  in 
the  circular  [)ortrait  in  Basle.  This  painting  was  taken  to  Spain  in 
the  X\’Ith  century  by  the  Marcjuis  of  Moncade,  who  brought  it  from 
Flanders.  It  is  now  in  a  pri\ate  collection  in  Paris.-  It  is  an  excellent 
piece  of  work. 

'I'he  small  interesting  i)ortrait  in  the  Metro|)()litan  Museum  is 
very  near  to  the  last  nuMiticmed  one.’  It  was  purchased  by  Mr.  Pier- 
IMjiit  Morgan  out  of  the  collection  of  the  family  I  loward  of  Greystoke 

'  In  the  lilir.iry  of  the  I'niversity  in  li.isle. 

*  .A  copy  W.18  shown  at  the  “ZUrrher  .Ausstelliintj,''  Cat.  Nr.  HH,  ly’i ,  out  of  .1  private  collection 
in  Switzerl.inrl. 

•Sidney  Colvin:  On  a  |x>rtrait  f)f  I'lra.simi!!  hy  llollM-in.  'the  liiirlinKlott  Ma^.i/ine,  Nov. 


(Scotland)  in  the  year  1909.  1  saw  the  little  master-piece  at  that 
time  in  London  and  I  published  it  in  my  book  on  Holbein,  consider¬ 
ing  it  to  be  the  best  specimen  of  this  type  and  undoubtedly  a  genuine 
work  of  the  master.  The  history  of  this  painting  can  be  followed  up 
from  the  time  of  Henry  VI 1 1.  The  first  owner  was  John  Norris,  a 
gentleman  usher  at  the  court  of  Henry  VI 1 1  and  later  Controller 
of  Windsor  Castle.  Afterwards  the  picture  belonged  to  the  Arundel 
Collection,  where  it  was  engraved  by  Lucas  Vosterman. 

In  1909  the  portrait  from  Spain  was  not  yet  recognised,  but  if 
we  compare  the  two,  the  one  in  New  York  is  inferior  in  many  quali¬ 
ties.  The  drawing  is  not  so  facile  and  somewhat  drier  than  the 
portrait  discovered  in  1912;  and  although  the  modelling  is  excellent, 
the  expression  of  the  eyes  full  of  life,  the  colour  deep  and  luminous, 
even  in  the  black  of  gown  and  cap,  yet  the  difference  lies  more  in 
its  artistic  qualities  than  in  its  technic.  Holbein  gives  more  move¬ 
ment  to  the  contour  and  to  the  characteristic  lines  of  the  face,  and 
at  the  same  time  he  brings  them  out  in  a  more  delicate  and  subtle 
way,  than  the  author  of  the  New  York  picture.  The  technical  work 
is  so  closely  akin  to  Holbein’s,  that  this  leads  to  the  conclusion  that 
the  unknown  painter  may  have  been  a  pupil  of  Holbein,  but  much 
more  probably  he  was  his  fellow-worker. 

The  small  white  label  painted  on  the  background  to  the  left  of 
Erasmus’  head,  with  the  inscription,  “Erasmus  of  Roterdam”  is  an 
attribute,  never  used  by  Holbein.^  The  label  is  fixed  on  to  the  wall 
by  two  small  red  seals,  painted  in  a  realistic  way.  The  label  in  its 
minute  execution  indicates  that  it  was  used  as  a  signature  and  will 
help  in  the  identification  of  the  artist. 

Erom  the  same  hand  must  be  the  small  circular  portrait  repre¬ 
senting  Thomas  CromwelH  (Fig.  i),  afterwards  Lord  Chancellor, 
a  half-length,  the  head  turned  three  quarters  to  the  left  in  the  same 
pose  as  on  the  well-known  large  portrait,  formerly  in  the  Earl  of 
Caledon’s  collection  in  Tyttenhanger.®  The  picture  is  painted  on 
oak,  the  reverse  shows  a  collector’s  mark  burnt  into  the  wood  in  the 
form  of  a  twisted  knot  (Fig.  2).  The  colouring  is  as  delicate  in  this 
portrait  as  on  a  miniature;  the  colour  is  low  in  tone,  drawing  and 
modelling  are  excellent,  the  cold  high-lights  give  a  slight  harshness 


*  The  label  on  the  portrait  of  Christine  of  Denmark  is  an  addition  of  a  later  hand.  (National 
Gallery,  London.) 

5  In  a  private  collection  in  France. 

*  Ganz,  Holbein’s  Gemalde,  Nr.  io6,  now  in  the  Frick  Collection,  New  York.  Published  in 
Art  in  America,  Vol.  Ill,  pages  141,  173-174,  by  Prof.  Frank  J.  Mather,  Jr. 
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to  the  work  and  differentiate  it  from  Holbein’s.  The  greenish-grey 
tints,  in  which  the  modelling  is  done,  do  not  produce  such  a  har¬ 
monious  effect  as  they  do,  for  example,  on  the  small  round  portrait  of 
Lucas  Horebouts  in  the  collection  Paravicini-Engel,^  painted  by 
Holbein  about  the  same  time,  though  the  eyes  are  very  near  to  the 
great  master’s  way  of  rendering  them ;  the  red  of  the  lips  has  a  slight 
violet  hue,  and  herein  lie  the  chief  differences  between  the  two  artists. 
To  the  right  of  the  head  a  small  label  with  two  fine  red  seals  is  painted 
on  to  the  background,  and  an  inscription  in  two  lines  tells  us  the 
name:  “Thomas  Cromwell.”  Holbein  has  painted  two  portraits  of 
this  statesman:  the  earlier  one,  done  between  1533  and  1534,  was  in 
the  possession  of  the  Earl  of  Caledon,  the  later  one  cannot  have  been 
finished  before  1538,  for  on  a  replica,  Cromwell  not  only  has  whiskers 
(a  sign  of  a  later  period),  but  he  wears  the  order  of  the  Garter,  given 
to  him  in  1538.® 

The  small  circular  portrait  must  be  a  repetition  of  the  first  Crom¬ 
well  picture;  it  was  probably  painted  about  the  same  time,  for  had 
it  been  ordered  later  on  it  might  have  been  done  in  the  manner  of 
the  picture  of  1538. 

There  is  no  doubt,  that  here  we  have  to  do  with  one  of  Holbein’s 
fellow-workers,  who  may  have  been  in  his  atelier  since  the  first  year 
of  his  second  stay  in  England.  This  artist  shows  a  great  amount  of 
technical  skill;  he  certainly  must  have  been  quite  familiar  with  Hol¬ 
bein’s  manner  of  painting  and  with  the  secrets  of  his  workshop.  He 
had  learned  to  work  in  the  master’s  way,  without  giving  up  his  own 
individuality. 

As  soon  as  we  can  classify  the  large  number  of  so-called  Holbein 
pictures  after  their  special  artistic  qualities,  we  shall  be  sure  to  find 
out  different  artists,  who  by  their  skill  and  qualifications  have  a 
right  to  be  valued  as  personalities.  The  earliest  independent  fellow- 
worker  of  Holbein  is  no  doubt  the  author  of  the  two  pictures,  spoken 
of  just  now.  With  him  we  may  begin  the  long  line  of  artists,  who 
were  more  or  less  pupils  of  Holbein  and  imitators  of  his  methods  in 
opposition  to  the  then  dominating  influence  of  Erench  and  Dutch 
painters,  d'hey  developed  and  gave  the  initial  direction  to  a  t>'pical 
ICnglish  School  of  painting.  Gerlach  I'lick,  Guillius  Stretes,  Hans 

'' Cinn/.,  I  lollK-in's  Ck-nialde,  .Nr.  115. 

•Lionel  ('list:  A  newly  discovered  ininiat lire  of  'riiomas  Cromwell,  Burlington  M.igazine, 
Vol.  XX,  ()( t.  1 1. 

The  jxirtrait  of  Cromwell,  sold  with  the  collection  Ctirdon  (Nr.  28),  is  a  replica  of  the  second 
version. 
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Ewarth  and  the  unknown  author  of  the  beautiful  portrait  of  a  gentle¬ 
man  in  the  Wallace  Collection  ®  are  further  links  in  the  line  of  Hol¬ 
bein’s  successors,  most  of  them  unknown  up  to  now. 

The  same  things  that  have  been  said  about  Holbein’s  painting 
may  also  be  said  of  the  drawings  ascribed  to  him.  A  good  many  of 
the  sketches  in  the  Windsor  Castle  collection  are  not  by  Holbein’s 
hand.  Here  too  we  are  able  to  classify  the  artists:  there  are  mere 
copyists,  who  with  extraordinary  manual  skill  imitated  each  line  of 
pen  or  pencil;  others  worked  in  Holbein’s  style,  a  clear  proof  that 
Holbein  really  formed  a  school  of  artists  in  England.  His  mar¬ 
vellous  skill  in  the  art  of  drawing  and  painting  was  taken  up  as  a 
model  by  all  those  who  by  their  artistic  sympathy  and  temperament 
were  able  to  understand  and  follow  his  methods. 

In  my  large  publication,  “The  Drawings  of  Hans  Holbein  the 
Younger,”  I  gave  a  few  characteristic  examples  of  the  difference 
in  the  manner  of  drawing  between  the  mere  copyists  and  the  inde¬ 
pendent  pupil  or  follower,  considering  this  selection  sufficient  because 
the  artistic  quality  of  these  drawings  is  not  of  great  interest.  The 
whole  group  of  these  drawings,  not  done  by  Holbein  himself,  is  com¬ 
prised  in  the  two  volumes,  published  by  Hanfstaengl  with  the  intro¬ 
duction  by  Richard  R.  Holmes. 


^  Cat.  London,  1920,  535,  p.  88,  89. 

“The  Drawings  of  Hans  Holbein  the  Younger”  published  by  Paul  Ganz  in  8  folio  volumes. 
Edition  d’Art  et  de  Sciences,  Fred  Boissonnas,  Geneve. 
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EARLY  NEW  YORK  SILVER  TANKARDS 


“Captain  Giles  Shelly,  who  came  lately  from 
Madagascar  with  50  or  60  Pirates  has  so  flushed 
them  at  New  Yorke  with  Arabian  Gold  and  East 
India  goods,  that  they  set  the  government  at 
defiance.”  Though  this  reads  like  a  bit  from  some 
fanciful  tale,  it  is  in  reality  the  sober  complaint  of 
the  Earl  of  Bellomont  addressed  to  the  Lords  of 
Trade  in  England  when  as  Governor  of  New  York  in  1698  he  sought 
to  suppress  smuggling  and  piracy.  In  the  late  seventeenth  century- 
many  ships  were  fitted  out  as  priv-ateers  by  wealthy  New  York 
merchants  with  the  ostensible  purpose  of  preying  upon  French  and 
Spanish  commerce.  However,  it  was  found  very  profitable  for  them 
to  carry  cargoes  of  “strong  liquors  and  gun  powder  and  ball”  which 
could  be  exchanged  on  the  high  seas  for  East  India  goods,  the  loot 
of  the  pirates  who  infested  the  coasts  of  Madagascar  and  i^hindered 
the  rich  treasure  ships  sailing  from  the  Orient.  In  New  York  these 
East  India  goods  fetched  such  high  prices  that  Bellomont  met  with 
bitter  opposition  from  the  merchants  who  battened  upon  this  traffic 
when  he  instituted  rigorous  measures  for  its  suppression. 

According  to  Bellomont,  “this  city  hath  been  a  nest  of  Pirates,  and 
I  already  find  that  several  of  their  ships  have  their  owners  and  were 
fitted  from  this  Port,  and  have  Commissions  to  act  as  pri\ateers, 
from  the  late  Go\  ernor  here.  There  is  a  great  trade  between  this  port 
and  Madagascar,  from  whence  great  quantities  of  East  India  goods  are 
brought,  which  are  certainly  j^urchased  from  Ihrates.  1  find  that  this 
I)ractice  is  set  up  in  order  that  the  spoils  taken  by  the  Pirates  (set 
out  from  this  Citty-)  may  be  brought  in  hither  in  merchant  ships, 
whose  owners  are  likewise  owners  and  interested  in  the  Pirate 
ships.  .  .  Tis  the  most  beneficiall  trade  that  to  Madagascar  with 
the  pirates  that  was  ever  heard  of,  and  1  belie\e  there's  more  got 
that  way  than  by  turning  pirates  and  robbing.  1  am  told  this  Shelly- 
sold  rum  which  cost  but  2  shillings  per  gallon  at  New  ^'()rke  for 
50  shillings  and  C3  per  gallon  at  Madagascar,  and  a  pii)e  of  Madera 
Wine  which  cost  him  biq  he  sold  there  for  L’,^00.  .  .  .  When  any- 
seizure  is  made  here  the  merchants  are  ready  to  rise  in  ri-ln'llion,  and 
so  little  have  they-  been  used  to  that  in  ('oloiu-1  l'let('her’s  govern¬ 
ment  [liellomont’s  predeces.sor]  that  they-  look  on  it  as  a  v  iolence  done 
them  when  we  seize  unlawful  goods  in  their  warehouses  and  shops.” 


I.S9 


One  is  tempted  to  go  on  with  Bellomont’s  report  for  it  smacks  of 
adventure  and  “Arabian  Gold”  and  the  lure  of  East  India  traffickings. 
The  chief  justification  for  the  present  emphasis  on  the  exploits  of  the 
pirates  is  Captain  Giles  Shelly,  for  Shelly’s  enterprize  has  been 
commemorated  not  alone  in  Bellomont’s  spirited  report  but  also  in 
the  handiwork  of  a  New  York  silversmith,  in  a  tankard  made  by 
Garrett  Onclebagh  (now  in  the  possession  of  Judge  A.T.  Clearwater  of 
Kingston  and  lent  by  him  to  The  Metropolitan  Museum  of  Art  in 
New  York).  In  1698  Captain  Shelly  sailed  for  Madagascar  in  his 
ship,  the  Nassau  (depicted  in  the  engraving  above).  Upon  his  return 
to  New  York,  rich  with  plunder  from  the  East,  he  was  arrested  on 
the  Governor’s  order,  accused  of  complicity  with  Captain  Kidd  and 
other  reputed  pirates.  However  his  “Arabian  Gold  and  East  India 
goods”  seem  to  have  weighed  heavily  in  his  favor  or  else  his  accusers 
had  insufficient  evidence,  for  he  was  soon  released  and  lived  to  enjoy 
the  fruits  of  his  voyagings.  According  to  tradition,  this  tankard  was 
given  to  Shelly  upon  his  return  from  Madagascar  by  the  merchants 
who  had  financed  his  voyage.  Appropriately  enough,  his  ship,  the 
Nassau,  is  engraved  on  the  lid  and  his  coat-of-arms  (fig.  ii)  on  the 
body  of  the  tankard.  It  would  not  be  wide  of  the  mark  to  guess  that 
some  of  the  silver  of  which  it  was  wrought  may  have  been  plundered 
on  the  high  seas  by  the  very  pirates  against  whom  Bellomont  lodged 
his  complaint. 

Could  we  but  discover  their  histories  doubtless  many  other  pieces 
of  Colonial  silver  would  prove  as  storied  as  this  tankard.  They  may 
not  have  been  directly  associated  with  the  pirates,  yet  it  was  the 
extensive  trade,  lawful  and  otherwise,  carried  on  in  the  late  seven¬ 
teenth  century,  which  piled  up  great  fortunes  and  made  possible  the 
generous  patronage  of  the  local  silversmiths.  Tankards  especially 
suggest  cheer  and  good  fellowship  and  conjure  up  scenes  of  merry¬ 
making  in  the  homes  of  the  hospitable  Dutch  burghers  or  banquets 
at  the  taverns.  That  such  entertainment  was  often  lavish  is 
proved  by  the  record  of  at  least  one  dinner  held  at  the  City  Tavern 
at  $80  a  cover.  How  many  stirring  discussions  must  have  gone 
forward,  stimulated  if  not  begun  by  the  tankards  of  beer  and  ale 
— spirited  debates  about  political  issues  of  the  day,  news  of  the 
old  home  from  travelers  just  arrived  from  Holland,  accounts  of 
voyages,  of  the  slave  trade,  of  rich  cargoes  lately  come  into  port, 
rumors  of  pirates  seeking  shelter  along  the  shores  of  New  Jersey  or 
Long  Island  or  boldly  venturing  into  the  very  streets  of  New  York. 
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But  apart  from  their  general  historical  associations,  New  York 
tankards  are  full  of  interest  because  they  are  such  splendid  examples 
of  early  American  craftsmanship.  As  a  group  they  are  the  handsomest 
and  most  pretentious  creations  of  the  New  York  silversmiths  and 
exhibit  all  the  distinguishing  features  of  this  early  silver  made  under 
Dutch  influence.  Though  the  English  took  possession  of  New  Nether- 
land  in  1664,  the  bulk  of  the  population  was,  until  the  close  of  the 
centur\-,  of  Dutch  descent  and  the  English  policy  was  so  liberal  that 
Dutch  traditions  and  customs  long  prevailed.  Naturally  these 
seventeenth  century  silversmiths  looked  to  Holland  for  inspiration 
and  their  handiwork  reflects  their  Dutch  models.  It  is  fascinating  to 
see  how  they  simplified  and  adapted  the  more  elaborate  European 
designs,  with  what  naiVete  and  spontaneous  joy  in  their  task  they 
wrought,  what  honest  and  thorough  craftsmanship  they  achieved. 
The  simplicity  and  vigor  which  one  associates  with  Colonial  art  are 
nowhere  better  represented  than  in  early  New  York  silver.  It  is 
massive,  thick  in  section,  well-proportioned,  strong  in  line.  If  there 
is  little  of  delicacy  and  refinement,  at  least  there  is  neither  weakness 
nor  meaningless  display.  There  is  a  very  definite  feeling  for  form 
and  if  at  times,  as  in  some  of  the  designs  engraved  on  the  beakers  and 
tankards,  the  drawing  is  crude,  there  is  imagination  and  sincerity 
and  a  fundamental  understanding  of  the  demands  of  the  material, 
silver. 

W  hile  almost  all  early  New  York  silver  shows  certain  characteristic 
features,  the  tankards  in  particular  form  a  distinct  tyi:)c  and  may 
readily  be  recognized.  In  shape  they  follow  contemporary  European 
models  and  are  made  with  almost  straight  sides,  flat  tops,  and  hea\  y 
handles.  Though  an  occasional  early  example  is  fairly  small,  the  great 
majority  are  as  generous  in  their  proportions  as  were  the  potations 
of  the  time  and  the  good  cheer  of  the  tipplers.  In  New  England  the 
flat-topped  style  prevailed  in  the  seventeenth  century  but  later  ga\e 
place  to  new  modes  with  more  slender  and  tapering  bodies  and  domed 
lids  with  ornamental  finials.  The  Dutch  siKersmiths  of  New  \'ork, 
on  the  other  hand,  were  more  conser\  ati\  e,  less  responsi\  e  to  the 
changes  in  European  fashions  and  so,  far  into  the  eighteenth  centur\’, 
they  clung  to  the  original  flat-topped  model.  In  any  grou])  of  Colonial 
tankards  the  general  fibrin  and  characteristic  massi\eness  of  those 
made  in  New  \h)rk  will  proclaim  their  origin  as  loudl\'  as  do  the  good 
Dutch  n.'imc*s  of  their  makers — \’an  der  Spiegel,  Ifix-K-n,  llendricks, 
d'en  ICyck,  W’ynkoop,  Onclebagh. 


Even  from  those  early  New  England  tankards  which  have  flat 
lids,  their  more  southern  neighbors  may  easily  be  distinguished  by 
the  presence  of  certain  characteristic  ornaments.  While  in  New  Eng¬ 
land  there  was  constraint  and  lack  of  almost  any  enrichment,  in  New 
York  the  craftsmen  seem  to  have  reveled  in  adding  engraved  or 
embossed  decoration.  Of  course  the  source  of  their  inspiration  was 
Dutch  design  and  we  can  imagine  with  what  zest  they  studied  the 
silver  imported  from  Holland  and  such  books  of  engraved  patterns 
as  may  occasionally  have  found  their  way  to  America.  The  lids  of 
the  tankards  afforded  an  excellent  field  for  engraving  and  embossing : 
the  accompanying  illustrations  show  what  was  accomplished  by  the 
more  ambitious  masters.  Peter  Van  Dyck  is  probably  the  greatest 
name  in  the  role  of  New  York  silversmiths  and  he  seems  to  have 
produced  work  as  fine  in  quality,  more  in  quantity,  and  more  elaborate 
in  execution  than  perhaps  any  other  silversmith  in  this  city.  One  of 
his  handsomest  pieces  is  the  tankard,  now  lent  by  Mr.  R.  T.  H.  Halsey 
to  The  Metropolitan  Museum  of  Art,  of  which  the  cover,  richly 
embossed  and  engraved,  is  shown  in  figure  7.  In  another  tankard  by 
Van  Dyck  (lent  to  the  Metropolitan  by  Mr.  Francis  P.  Garvan)  (fig.  6) 
the  embossing  has  been  extended  to  the  handle,  taking  the  characteris¬ 
tic  shape  of  a  mask  with  pendent  garlands. 

Benjamin  Wynkoop  seems  to  have  run  Van  Dyck  a  rather  close 
second  in  the  quality  of  his  work:  his  skill  in  combining  typical 
Dutch  motives  in  an  engraved  design  for  a  tankard  cover  is  shown  in 
figure  9.  Neither  were  the  decorative  possibilities  of  coins  and  medals 
overlooked,  for  occasionally  they  were  inserted  in  the  lids  of  tankards 
or  affixed  to  the  ends  of  the  handles  (figs,  i  and  4),  following  a  Euro¬ 
pean  fashion.  When  the  silversmith  did  not  undertake  schemes  of 
decoration  as  ambitious  as  these  just  described,  he  sometimes  en¬ 
graved  upon  the  lid  a  simple  wreath  enclosing  a  monogram  (figs. 
5  and  6)  or,  leaving  the  lid  untouched,  he  concentrated  his  efforts 
upon  some  other  part  of  the  piece.  The  thumb-piece,  by  which  the 
lid  w^as  raised,  was  almost  invariably  of  the  so-called  corkscrew  shape 
and  its  presence  in  all  but  one  of  the  examples  here  illustrated  is  a 
fair  indication  of  its  popularity  with  New  York  silversmiths.  The 
exception  is  of  rather  later  date  than  the  others,  made  by  Roosevelt 
probably  about  the  middle  of  the  eighteenth  century, ^  which  w'ould 
account  for  the  use  of  the  English  style  of  scrolled  and  fluted  thumb- 
piece  (fig.  4). 

1  The  coins  inserted  in  the  lid  and  affixed  to  the  handle  are  French  and  bear  the  date  I745- 
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The  most  elaborate  style  of  handle  ornamentation  is  that  illus¬ 
trated  by  the  \’an  Dyck  and  P  B  tankards  (figs.  3  and  6)  but 
frequently  an  applied  strap,  commonly  called  a  rat-tail,  was  used, 
either  in  the  simple  form  shown  in  figure  5  or  in  the  beaded  style  of 
figure  8.  Without  a  doubt  such  devices  effecti\'ely  strengthened  the 
grip,  a  precaution  not  unwise  in  view  of  the  weight  of  a  full  tankard 
and  the  sometimes  unsteady  hand  that  raised  it.  The  end  of  the 
handle  afforded  the  craftsman  another  opportunity  to  pursue  his 
fancy.  Occasionally  he  tipped  it  off'  with  a  coin  or  medal  (fig.  4)  but 
more  frequently  he  added  a  cast  ornament.  The  most  popular  was 
a  cherub’s  head,  the  modeling  of  which  gave  no  mean  proof  of  the 
skill  of  these  early  American  sculptor-silversmiths.  An  interesting 
variant  is  the  man’s  head  shown  in  figure  12.  More  intricate  was  the 
design,  used  in  the  tankard  by  \"an  Dyck  (fig.  6)  and  in  others  by 
Wynkoop,  Evaradus  Bogardus,  and  an  unknown  maker  whose 
initials  are  P  V  B  (fig.  3),  which  combines  in  an  ingenious  manner 
a  woman’s  head,  clasped  hands,  an  animal  mask,  and  caryatids, 
motives  probably  borrowed  from  Dutch  or  German  engra\’ings  of 
the  seventeenth  century. 

The  restrained  New  England  siKersmith  was  content  to  finish 
the  base  of  his  tankard  with  a  simple  moulded  band  to  reinforce  it 
against  inevitable  wear.  Not  so  the  craftsman  of  New  Netherland. 
Cut-out  borders  of  leaf-work  at  the  base  of  Dutch  beakers  ga\'e  him 
his  inspiration  and  soon  such  ornamental  borders  became  ver\- 
po{)ular  on  New  York  tankards.  Such  cut-out  bands  lent  themseb  es 
to  a  wide  variety  of  treatment,  they  affordefl  a  simple  but  highh' 
effective  method  of  decoration  and  ga\e  a  certain  distinction  and 
individuality  to  the  work  of  their  makers  (figs,  i,  2,  3,  6,  10,  12). 

When  a  wealth)'  citizen  could  boast  a  coat-of-arms  and  a  siU'cr 
tankard,  small  wonder  that  he  combined  them.  This  custom  ot 
marking  silver  with  the  fainil)'  arms  gave  the  siKersmith  an  excellent 
opportunity  to  tr)'  his  hand  at  delicate  engra\  ing.  d'he  shields  an' 
tisually  surrounded  b)'  flowing  scrolls  with  pendent  garlands,  swags, 
and  cornucoj)ias  of  fruit  and  llowc'rs  which  suggest  at  once  tlu'ir 
Dut('h  deri\ation.  The  illustration  (figs.  2  and  11)  shows  a  st\  le  of 
mantling  which,  curiousl)'  enough,  is  i;inplo\'ed  with  onl\’  the  slightest 
variati(m  in  detail  in  the  work  of  \'.m  D\’ck,  \\  N’likoo]),  \  an  di'r 
Spiegel,  Onclebagh,  and  the  maker  who  signed  himsi'll  P  \’  B.  riiis 
recurrence  of  the  same  design  teases  our  fanc>'.  Was  it  a  convi'utional 
form  bfjrrowed  directK'  from  l-iuropean  soiirca-s,  was  it  e\|)loited  b\' 


some  such  acknowledged  master  as  Peter  Van  Dyck  and  copied  by 
his  followers,  or  was  it  perhaps  inspired  by  some  engraved  pattern 
which  passed  from  hand  to  hand,  thumbed  by  the  different  silver¬ 
smiths  in  turn,  and  used  to  embellish  now  the  Wendell  coat-of-arms, 
now  the  Shelly,  now  the  de  Peyster?  Could  we  discover  the  expla¬ 
nation  of  its  use  by  so  many  different  makers,  we  should  learn  much 
concerning  the  early  silversmith’s  methods  of  work.  There  is,  of 
course,  the  possibility  that  one  man  became  so  proficient  in  engraving 
the  arms  that  the  work  of  less  expert  craftsmen  was  turned  over  to 
him  for  this  final  embellishment. 

Such  were  the  tankards  of  New  Netherland  and  New  York. 
Though  beer  was  the  drink  to  which  they  were  especially  devoted, 
the  town,  which  in  1646  averaged  one  beer  shop  to  every  four  houses, 
offered  a  wide  variety  of  “strong  liquors.”  Spanish,  French,  and 
Rhenish  wine,  wormwood  wine,  brandy,  rum,  gin,  cider,  perry,  and 
ale  were  imported  or  were  brewed  here  in  generous  quantities  and 
were  served  at  the  numerous  taverns  and  at  all  private  and  public 
entertainments  and  celebrations.  One  of  the  merriest  tales  concerns 
a  certain  wedding-feast  at  which  the  Governor  who  previously  had 
been  unable  to  secure  the  necessary  funds  for  building  the  church  of 
the  Fort  took  advantage  of  the  occasion  to  solicit  subscriptions  from 
the  bibulously  good-natured  wedding-guests.  When  the  latter,  in  all 
soberness,  later  repented  of  their  generosity,  they  were  given  no 
opportunity  to  withdraw  their  support. 
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EGYPTIAN  OBJECTS  IN  THE  COLLECTION  OF 
MR.  WALTER  A.  ROSELLE 


The  magic  element  in  Egyptian  religion  as  applied  to  the  future 
life  played  a  large  part  in  originating  Egyptian  art.  Even  under 
the  I.  and  II.  Dynasties,  in  the  fourth  millennium  B.  C.,  tombs  are 
found  to  contain  not  only  actual  objects  of  daily  use — jars  of  food 
and  drink,  cosmetics,  weapons,  etc. — but  such  model  objects  as 
jars  shaped  on  the  outside  but  solid  within,  harpoons  made  of  sheet 
copper,  and  daggers  of  slate.  That  magic  power  which  rendered 
serviceable  to  the  dead  man  models  in  the  round  was  potent  too 
with  flat  reproductions  drawn,  painted,  or  sculptured  on  the  walls  of 
his  tomb-chapel,  his  tomb  stela,  or  his  coffin,  and  extended  even  to 
written  lists  of  offerings. 

The  same  magic  principle  lies  behind  Egyptian  portrait  sculpture. 
The  world  of  the  dead  could  be  conceived  only  in  terms  of  current 
experience.  So  the  soul  was  thought  to  need  a  body  in  the  next  world 
also;  and  if  accident  or  hostility  should,  in  spite  of  precautions, 
destroy  the  carefully  preserved  tenement  of  flesh,  perchance  the  soul 
might  recognize  and  utilize  a  replica  in  stone  or  wood.  Such  portrait- 
statues  were  carefully  walled  up  in  secret  recesses  of  tombs  of  the 
Old  Kingdom  (lll.-\d.  Dynasties,  about  3000-2500  B.  C.).  Not  only 
the  head  of  the  family,  but  all  whom  he  wished  about  him  in  the 
hereafter,  could  thus  be  provided  for.  The  largest  group  yet  known  ‘ 
includes,  for  example,  two  statuettes  of  the  master  himself,  two  of  the 
master  and  his  wife  together,  and  smaller  figures  of  sons,  daughters, 
and  servants  sifting  and  grinding  grain,  molding  and  baking  loaves, 
preparing  and  bottling  beer,  and  slaughtering  cattle.  Besides  these 
food-producing  activities,  a  [X)tter  at  his  wheel,  a  metal-worker  with 
his  blowpipe,  and  even  the  dwarf  errand-boy  with  waterskin  over 
his  shoulder  are  refwesented.  Old  Kingdom  figures  are  usually,  like 
those  just  described,  of  limestone.  But  in  the  Middle  Kingdom 
(Xl.-XII.  Dynasties,  centering  around  2(K)()  B.  C.)  wood  is  the 
commonest  material.  Coffins  of  that  [)eriod,  when  found  undisturbed 
in  their  burial-pits,  are  fairly  submerged  in  model  scenes  and  statu¬ 
ettes.  .Mehenkwetre's  cache  at  d'hebes,  disco\ered  in  1920  by  tlie 
h'gyi)tiau  expedition  of  The  .Metropolitan  Museum  of  .Art,-  will  long 


*  itankcll  Orii-nt.iI  MuHCum  (I 'tiiverBity  of  CliicaKO)  iios.  i of) iH- 10^)45. 

•  S«:  its  HuUetin  for  l)crfml)<.T  1920,  pt.  2. 


remain  famous  for  the  fulness  of  the  life  hereafter  thus  assured  to  its 
provident  possessor. 

The  owner  of  a  similar  Theban  tomb  is  represented  in  Mr.  Roselle’s 
wooden  statuette  (Fig.  i).^  The  Egyptian  gentleman  stands  in  the 
stiffest  of  conventional  postures,  erect,  with  both  arms  hanging 
straight  at  his  sides  and  the  left  foot  advanced.  A  narrow  girdle  about 
his  waist  supports  a  stiffly  starched  white  linen  kilt  that  reaches  to 
his  knees  and  is  edged  at  the  bottom  with  a  reddish  fringe.  This  is  his 
only  cloth’ng,  unless  we  include  in  that  term  the  broad  collar  about  his 
neck.  Egyptian  sculpture  and  painting  were  regularly  combined  as 
here;  but  the  color  for  men  was  ordinarily  reddish,  while  women,  less 
exposed  to  the  brilliant  sunshine  out-of-doors,  were  represented  as 
pale  yellow.  This  male  statuette,  however,  is  painted  a  deep  yellow. 
The  only  other  use  of  that  color  for  males  with  which  the  writer  is 
familiar  is  on  some  wooden  boatmen  of  the  XI.  Dynasty  from  Deir 
el-Bahri.^  These  suggest  the  same  date  for  Mr  Roselle’s  figure. 
The  face  is  mild  and  youthful,  without  that  bitterness  or  disillusion¬ 
ment  revealed  so  often  in  XII.  Dynasty  portraiture.  The  arms  are 
made  independently  and  doweled  on  as  usual,  though  the  paint  and 
stucco  surfacing  well  conceals  the  junctions.  Most  extraordinary  is 
the  application  of  leaf  gold  overlay  on  the  black  wig  and  on  the  broad 
collar.  The  closed  hands  are  pierced,  but  any  equipment  they  may 
once  have  held  is  absent.  Nor  is  the  base  inscribed  to  tell  its  owner’s 
power  and  wealth. 

®  Parallel  with  replacement-bodies  in  the  dress  of  life,  figures  in 
mummy  form,  often  resting  in  model  coffins,  now  began  to  occur. 
These  seem  to  have  been  meant  as  magic  substitutes  to  relieve  the 
actual  mummy  of  work  which  he  had  been  expected  to  perform  in  the 
realm  of  the  dead.  For  the  Egyptians,  who  had  long  been  an  agri¬ 
cultural  people,  often  thought  of  the  hereafter  as  a  great  field, 
cultivated  by  the  dead,  wherein  the  grain  grew  seven  cubits  (twelve 
feet)  high,  with  ears  two  cubits  long.  While  simple  peasants  might 
delight  in  such  a  paradise,  the  great  lords  and  ladies  of  the  Middle 
Kingdom  felt  no  desire  to  participate.  So  the  priests  devised  a 
charm,  often  inscribed  on  these  so-called  ushehti  figures,®  which  reads: 


^Acquired  during  the  season  1912-13  from  an  English  Egyptologist  who  stated  that  it  had 
been  excavated  at  or  near  Thebes.  Height  11%  inches. 

■*  Haskell  Oriental  Museum  (University  of  Chicago)  nos.  8443-8447. 

5  The  following  introduction  to  ushebtis  is  adapted  from  the  writer’s  forthcoming  Handbook 
of  the  Egyptian  collection  of  the  Art  Institute  of  Chicago. 

®  Incorporated  into  the  Book  of  the  Dead  as  Chapter  6  (  =  Chapter  151'). 
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0  thou  ushebti,  if  Osiris  ^  X  (name  of  deceased)  is  assigned  to  do  any 
work  that  is  done  in  the  other  world — now  evil  is  smitten  for  him  there — 
as  a  man  to  his  duties,  to  cultivate  the  fields,  to  irrigate  the  hanks,  to 
transport  sand  of  the  East  and  of  the  West,  “Lo,  here  am  I”  shalt  thou 
say.  Though  the  earliest  ushebtis  had  been  in  complete  mummy 
form,  it  was  soon  realized  that  work  required  free  hands  and  arms. 
So  these  began  to  be  shown  more  or  less  disengaged  from  the  wrap¬ 
pings.  In  the  X\dII.  Dynasty  separate  model  tools  were  often  pro¬ 
vided  for  ushebtis:  but  the  normal  type  represents  the  equipment  in 
relief  or  painted  on  the  figure. 

Mr.  Roselle’s  ushebti  (Fig.  2)  ®  is  a  particularly  well  wrought 
specimen  of  the  style  with  pedestal  and  plinth  characteristic  of  the 
Saite  period  or  Restoration  (XX\T.-XXX.  Dynasty,  663-332  B.  C.). 
By  that  time  the  quantity  of  such  figures  provided  for  a  single  ordi¬ 
nary’  individual  might  run  as  high  as  one  for  every  day  of  the  year, 
sometimes  with  overseers  also,  one  for  ev’ery’  ten,  making  a  total  of 
nearly  four  hundred  to  a  burial.  This  expanded  demand  was  reflected 
in  factory  methods  of  production,  molding  being  frequently  substi¬ 
tuted  for  hand  modeling.  The  material  now  regularly  used  was  a  sort 
of  fayence,  a  sand  and  soda  frit  thinly  glazed.  The  color  was  most 
commonly  green,  but  this  easily  fades  to  the  brown  seen  on  our  figure. 
Its  details  are  in  such  delicately  detailed  relief  that  careful  hand  work 
is  evident.  Ushebtis  of  this  period  are  always,  as  here,  miniature 
figures  of  the  mummied  Osiris,  with  whom  it  had  long  been  customary 
to  identify  the  dead.  But,  though  they  wear  the  long,  plaited  beard 
of  the  god,  they  are  duly  equipped  with  field  implements.  The  right 
hand  holds  a  wooden  hoe  and  also  a  cord  by  which  a  small  sack  for 
seed  is  suspended  over  the  left  shoulder.  In  the  left  hand  is  a  late 
type  of  i)ick  with  metal  l)lade.  The  lines  of  the  body  are  especially 
pleasing  in  {profile. 

The  last  piece  to  be  noticed  (I'ig.  3)  is  a  sculi)tor’s  study  of  the 
head  (jf  King  Ikhnaton,  that  strange  iconoclast  who  initiated  a  solar 
monotheism  in  the  fourteenth  century  before  C'hrist.®  It  was  found 
in  1H92  at  Tell  el-.\marna,  Ikhnaton’s  capital,  about  160  miles  al)o\  t' 
Cairo.  I’rofess^^r  Betrie,'“  who  was  in\ estigating  the  site  that  \'ear, 
says;  “.At  the  beginning  of  January  I  had  the  pleasuri'of  being  joined 

^Osiris  w.iH  the  ^'>*1  "tio  riilcil  ttu-  ilr.id.  I'lirs*-  wert-  assiiiiil.itcd  to  liiiu  in  such  wise  Ui.it  it 
iH-came  cusioniar>'  to  s|>4-.ik  ol  any  dcccascfl  iktsoh  as  <  )siris  S)-and-s<). 

" 'this  ohjfct  w.is  hjiitifd  to  .ind  exhihited  l)y 'I'lu'  Mi->ro|silit.in  Mtistuni  of  .\rt  in  l<n5  See 
its  Hullftin,  vol.  lo,  j).  155,  I’rovetiifiKa-  unknown.  I  iei>;ht  (1J4  inches. 

*  Si/e  .}'<  X  4  inches 

••  In  his  Trll  rl  /Iwurriu,  p.  1. 
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by  Mr.  Howard  Carter,  who  undertook  to  excavate  certain  parts  of 
the  town  on  behalf  of  Lord  Amherst  of  Hackney.”  The  latter  trea¬ 
sured  Mr.  Carter’s  finds  until  his  death.  When  his  private  collection 
was  dispersed  in  1921,  this  head  came  into  Mr.  Roselle’s  possession. 

Ikhnaton  stands  for  the  triumph  of  a  new  tendency  in  art  as  in 
religion. “  Straight  lines  and  conventional  postures  are  dissolved  into 
flowing  curves.  Released  from  the  traditions  that  would  have  hemmed 
them  in  at  Thebes,  the  abandoned  capital,  Ikhnaton’s  sculptors  set 
up  their  studios  at  Tell  el-Amarna  and  reveled  in  the  play  of  line. 
Our  relief  en  creiix  shows  the  bold,  vigorous  sweep  of  a  master’s 
strokes.  The  crown  of  the  head,  dressed  in  a  covered  wig,  is  barely 
suggested.  Attention  is  concentrated  on  the  face.  The  head  is  thrust 
forward  as  usual.  Only  the  eye,  shown  in  front  view,  reflects  the  old 
Egyptian  custom  of  combining  different  viewpoints  so  as  to  rep¬ 
resent  things  as  they  are  known  to  be  instead  of  in  perspective  as 
they  see^n.  Though  not  identified  by  an  inscription,  Ikhnaton’s 
characteristics  are  unmistakable.  The  retreating  forehead,  thick  lips, 
and  pointed  chin  are  here  accompanied  by  an  upward  tilted  nose  and 
wide  mouth.  While  the  features  are  much  more  attractively  rendered 
in  a  famous  Berlin  head  in  the  round  (Fig.  4),  the  known  relief 
portraits  as  a  whole  are  less  flattering.  The  limit  of  apparent  cari¬ 
cature  is  perhaps  reached  in  such  a  face  as  Berlin  145 12  (Fig.  5) ;  yet  it 
is  scarcely  likely  that  artists  under  the  king’s  immediate  patronage 
would  venture  really  to  mock  their  lord.  Such  peculiar  facial  and 
bodily  traits  as  they  portray  are  surely  the  outward  evidences  of 
the  diseased  body  that  enshrined  a  great  soul. 


The  religious  aspect  is  best  brought  out  in  Breasted,  Development  of  religion  and  thought  in 
ancient  Egypt,  Lecture  IX.  Schafer  has  recently  treated  the  art  in  Zeitschriftfiir  dgyptische  Sprachen, 
vol.  55,  p.  1-43. 

’2  No.  20496. 
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Agostimo  Di  Drc’CH):  Madonna 

CiillriiinH  oj  A/;-.  J.  P.  Morgan,  New  'i’urk 


A  MADONNA  RELIEF  BY  AGOSTINO  DI  DUCCIO 
IN  THE  J.  PIERPONT  MORGAN  COLLECTION 


TO  the  already  long  list  of  works  which  in  the  last  century  have 
been  restituted  to  Agostino  d’Antonio  Duccio — through  an 
error  of  X’asari  he  has  passed  as  a  brother  of  Luca  della  Robbia — 
can  be  added  the  relief  here  reproduced,  forming  part  of  the  J.  Pier- 
pont  Morgan  Collection  in  New  York.  It  represents  the  \urgin  and 
Child  seated  in  a  niche  and  worked  in  low  relief.  The  X’irgin  is  shown 
to  below  the  knees,  facing  three  quarters  to  the  right  and  holding  on 
her  lap  the  naked  Infant  Jesus,  who  is  giving  the  benediction  with 
His  right  hand  while  holding  a  bird  in  His  left.  His  hair  is  parted  in 
the  middle  and  arranged  in  small  waves  over  His  temples  and  ears 
in  about  the  same  way  as  that  of  the  \drgin,  but  while  the  Infant 
shows  a  round  smiling  face,  opening  His  mouth  as  if  about  to  speak, 
the  expression  of  the  \"irgin  is  mild  and  thoughtful  as  if  lost  in  some 
deep  and  sad  vision.  The  garments  which  she  wears  seem  of  an  almost 
airy  quality  and  their  folds  are  arranged  in  the  light  serpentine  way 
characteristic  of  Duccio’s  work.  The  way  of  arranging  folds  in  a 
similar  manner  was  already  used  by  Donatello,  but  Duccio  in  taking 
it  o\er  developed  it  to  perfection  and  gave  to  it  a  character  of  his 
own,  stimulated  in  his  inclination  by  the  example  of  Leo  Battista 
Alberti  with  whom  he  worked  in  Rimini  and  who  also  showed  a 
predilection  for  serpentine  folds.  The  architectural  background 
against  which  the  Virgin  is  seated  is  composed  of  a  niche  with  pilasters 
decorated  in  the  Renaissance  style,  and  of  a  garland  of  leaves  sus¬ 
pended  in  the  upper  part,  behind  the  head  of  the  X’irgin. 

Every'  detail  in  this  figure  beginning  with  the  type  of  the  X'irgin, 
the  way  in  which  the  draperies  and  the  relief  itself  are  treated,  the 
t>ix.*  of  the  Infant,  His  smile  and  facial  expression,  can  l)e  traced 
back  in  authentical  and  signed  works  by  Duccio;  for  example,  in  the 
figures  from  the  facade  of  San  Bernardino  in  Siena.  When  we  com- 
I)are  it  with  smaller  works  by  Duccio  found  in  mu.seums  and  private 
ccjllections  we  find  most  analogies  with  two  reliefs  representing  the 
X'irgin  and  ('hild  surrounded  by  angels,  one  in  the  .Musco  doll'  Ojx'ra 
in  I'lorence,  the  cither  called  “La  .Madone  (rAux  illers’’  in  the  Loiu  re.' 
The  X’irgin  here  reproduced  shows  the  same  type  as  tlu*  Louvre 
X’irgin.  It  is  the  same  elongated  fac'e,  the  same  nose  with  widened 

'  ttoth  arc  r<-pr(><lnri-cl  in  “Monunients  et  .Mi-moires  I'ondation  I’iol,"  i<>o.C,  p.  .itid  pi.  X  in 
an  article  by  Atidre  Miehel. 


nostrils,  the  same  finely  shaped  closed  mouth,  the  same  heavy,  half 
closed  eyelids.  The  type  of  the  Infant  also  shows  analogies  with  the 
Infant  from  the  Louvre  and  these  analogies  are  accentuated  when 
we  compare  it  with  the  Infant  from  the  relief  in  the  Opera  dell’ 
Duomo  and  with  some  of  the  cherubs’  heads  from  the  fagade  of  San 
Bernardino  in  Perugia.^  The  background  against  which  the  Virgin 
is  represented  cannot  be  found  identically  reproduced  in  any  of 
Duccio’s  reliefs.  The  Madonna  relief  in  Berlin  is  equally  represented 
seated  in  a  niche,  but  the  niche  is  differently  decorated  and  there  is 
no  garland,  ®  which,  on  the  other  hand,  can  be  seen  in  the  Auvillers 
Madone  in  the  Louvre.  There,  however,  the  garland  is  not  suspended 
behind  the  head  of  the  Virgin  as  in  our  relief,  but  it  is  seen  below, 
held  by  two  angels  on  either  side  of  the  Virgin.  The  right  hand  of 
the  Virgin  also  shows  differences  from  the  usual  way  in  which  he 
generally  modelled  them.  The  one  in  our  relief  is  narrow  and  long, 
without  any  appreciable  difference  in  width  from  the  wrist  to  the 
end  of  the  fingers,  v/hile  in  his  other  reliefs  the  hand  considerably 
widens  toward  the  center.  However,  no  doubt  seems  possible  that 
the  relief  has  been  executed  by  Duccio  who  was  perhaps  assisted  in 
some  of  its  minor  parts  by  a  pupil.  The  type  of  the  Virgin  and  the 
way  in  which  her  head  and  garments  are  treated  is  eminently  his. 
The  way  also  in  which  two  lines  are  represented  in  the  front  of  the 
neck  of  the  Virgin  and  one  under  her  chin  is  most  characteristic  of 
Duccio’s  workmanship  and  can  among  others  be  seen  in  the  Louvre 
Madonna  and  in  the  one  from  the  Duomo  dell’  Opera  in  Florence. 

As  for  the  date  of  the  relief,  it  was  probably  executed  about  the 
same  time  as  the  Madonnas  in  the  Louvre  and  in  Florence  just 
mentioned.  Both  were  made  between  1465  and  1470,  later  than  the 
reliefs  in  the  Church  of  San  Bernardino  in  Perugia,  which  were  finished 
in  1461.  We  have  seen  that  the  relief  in  the  Morgan  Collection  bears 
most  analogies  with  these  works  and  its  execution  may  therefore  be 
placed  about  1470.  Its  provenance  is  not  known,  which  is  regrettable, 
as  it  would  probably  throw  more  light  on  its  history. 


2  See  reproduction  in  “Histoire  de  I’Art  d’Andre  Michel,”  vol.  IV,  p.  96,  fig.  69  and  Bode, 
“Denkmaler  der  Renaissance  Skulptur  Toscana’s,”  pi.  417. 

2  Reproduced  in  Bode,  “Denkmaler  der  Renaissance  Skulptur  Toscana’s,”  pi.  4202. 
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EXHIBITIONS 


American'  Portraits,  Early 

The  final  group  of  early  American  portraits  shown  at  the  Union  League  Club 
in  March  included  a  very  fine  Jouett  and  the  best  J.  R.  Lambdin  we  have  ever 
chanced  to  see,  a  likeness  of  “Chief  Justice  Marshall”  painted  from  life  in 
Washington  in  1833.  A  curious  and  intriguing  addition  to  the  collection  was 
the  portrait  group  of  the  artist  “Krimmel  and  His  Family”  painted  by  himself, 
about  1820  in  Germantown.  John  Lewis  Krimmel  had  come  to  this  country 
from  Germany  about  ten  years  previously' and  it  is  evident  from  this  work  that 
he  found  his  inspiration  in  the  religious  primitiv'es  of  his  native  land.  The 
example  by  John  Neagle,  “Thomas  W.  Dy'ott,”  was  almost  the  equal  of  his 
famous  “Gilbert  Stuart.”  There  was  also  a  quaint  likeness  of  John  Smibert,  the 
Colonial  portrait  painter,  by'  his  contemporary,  Peter  Pelham,  whose  works  are 
rarely  seen.  Another  rare  painter,  John  Johnston  of  Boston,  was  represented 
by  a  portrait  of  “John  Peck,”  a  New  England  shipbuilder.  Mr.  Thomas  B. 
Clarke,  the  former  chainnan  of  the  art  committee  of  the  Union  League,  who 
assembled  these  exhibitions  of  portraits  shown  this  winter,  deserves  the  thanks 
of  all  for  this  very  notable  service  to  American  art.  It  has  enabled  many  stu¬ 
dents  and  lovers  of  pictures  to  enlarge  in  no  inconsiderable  degree  their  knowl- 
erlge  of  the  best  of  our  early-  artists — the  portrait  painters. 


NEW  ART  BOOKS 

Les  Accroissements  ijes  Musses  Nationaux  Eran^ais.  Le  Mus6e  du  Louvre 
depuis  1914 — Dons,  legs,  et  ac(iuisitions — Preface  de  Lcniis  Barthou  de 
rAcad6mie  Franyaise — Public  par  Demotte,  Paris  27  rue  de  Berri — 3  xolumes 
in  folio. 

I'he  monumental  work  published  by  Mr.  Demotte  embraces  the  acciuisitions, 
donations  and  bec|uests  of  the  Louvre  Museum  from  I<)i4  to  1021.  It  is  pub¬ 
lished  in  three  large  folio  volumes  and  the  objects  are  i)resented  to  the  public 
in  150  beautiful  and  most  artistically  reproduced  plates.  Never  in  the  history 
of  the  Louvre  has  a  work  like  this  been  undertaken  and  never  has  the  i)ublic 


had  the  occasion  to  feel  so  grateful  toward  a  generous  and  intelligent  individual 
by  whose  initiative  people  all  over  the  world  can  admire  the  treasures  accumu¬ 
lated  in  the  Louvre  in  the  last  eight  years.  Not  fully  satisfied  with  just  the 
reproductions  of  the  objects  on  beautifully  prepared  plates,  Mr.  Demotte  has 
asked  the  best  authorities  on  the  various  subjects  to  prepare  a  scholarly  short 
article  on  each  individual  piece  and  in  it  is  told  its  history,  provenance  and  its 
artistic  and  archaeological  importance. 

The  first  volume,  published  in  1919,  shows,  reproduced  in  44  plates,  sculp¬ 
tures  and  paintings  of  various  countries  and  periods.  There  are  some  Egyptian 
Sculptures  with  notices  by  Georges  Benedite;  some  Greek,  Roman  and  Asia 
Minor  described  by  Etienne  Michon;  French  and  Italian  of  the  Gothic  and 
Renaissance  Periods  with  descriptions  by  Paul  Vitry  and  Andre  Michel.  As 
for  paintings — there  are  Italian,  Flemish,  and  Dutch  paintings  from  the  15th 
to  the  17th  Century  with  notices  by  Louis  Demonts,  French  paintings 
described  by  Jamot,  Guiffrey  and  Briere  and  Japanese  by  Gaston  Migeon. 

The  second  volume  with  56  plates  was  published  in  1920  and  forms  a  con¬ 
tinuation  to  the  first.  It  deals  with  drawings,  illuminated  manuscripts  and 
“objets  d’art.”  Of  foreign  drawings  there  is  only  one  by  Holbein  and  one  by 
Francesco  Guardi,  all  the  others  being  French  by  Claude  Gelee,  Prudhon, 
Ingres,  Delacroix,  Chasseriau  and  Degas  with  descriptions  by  Demonts, 
Briere,  Guiffrey,  Jamot  and  Leonce  Benedite.  The  fourteen  Persian  miniatures 
in  10  plates  have  been  described  by  Migeon  and  as  for  the  “objets  d’art,”  com¬ 
prising  reliefs,  statuettes,  vases,  ivories,  enamels,  bronzes,  furniture,  tapestries, 
etc.,  they  also  have  been  described  by  specialists  on  each  subject,  such  as 
Edmond  Pottier  for  Greek  objects,  Gaston  Migeon  for  Oriental  ones,  Marquet 
de  Vasselot  for  enamels.  Carle  Dreyfus  for  bronzes,  and  so  on. 

The  third  volume  illustrated  with  50  plates  deals  with  the  acquisitions  and 
donations  to  the  Louvre  in  1920  and  embraces  sculptures  as  well  as  paintings, 
drawings  and  “objets  d’art”  of  various  periods  and  countries.  They  are  arranged 
and  described  in  the  same  way  as  the  first  two  volumes. 

The  publication  of  the  three  volumes  just  described  was  undertaken  by  Mr. 
Demotte  at  a  time  when  France  was  passing  through  one  of  the  greatest  crises 
in  the  history.  It  was  an  undertaking  of  the  greatest  difficulty  but  Mr. 
Demotte  was  not  discouraged,  and  the  result  of  his  effort  surpasses  all  expecta¬ 
tions.  The  work  is  beautifully  edited,  the  plates  are  of  the  most  perfect  finish 
and  the  descriptions  scholarly  prepared.  To  terminate  our  notice  we  are 
going  to  quote  a  short  extract  from  Mr.  Barthou’s  preface  to  the  work  with 
which  he  finishes  his  eulogistic  pages  and  which  translated  into  English  reads: 
“Mr.  Demotte  has  overcome  all  the  material  difficulties  which  seemed  insur¬ 
mountable.  He  has  created  a  work  unique  of  its  kind  which  satisfies  the  eye 
as  well  as  the  mind.  The  friends  of  the  Louvre  and  of  Art  will  be  grateful  to 
him  for  having  shown,  in  publishing  this  work,  that,  in  the  same  way  as  France 
and  worthy  of  her.  Art  and  the  Louvre  have  persevered  and  vanquished  all 
obstacles  during  the  turmoil  through  which  they  and  their  country  have 
passed.” 
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Exhihiliou  of  liarly  Amrritaft  !*orir(nls,  I  nion  I.rasitf  (  .«/»,  AVrr  lor  it 


A  History  of  European  and  American  Sculpture.  By  Chandler  R.  Post. 
Octavo.  Illustrated.  The  Han.ard  University  Press.  1921. 

An  admirable  historc'  of  European  and  American  sculpture  from  the  earliest 
times  to  the  present  day  presented  in  attractive  form  for  the  general  reader. 
Professor  Post’s  arrangement  of  the  various  periods  and  schools  results  in  a 
consecutive  treatment  that  illustrates  the  development  of  taste  and  style  in 
sculpture.  His  appraisal  of  the  work  of  contemporary  craftsmen  is  well  bal¬ 
anced;  his  opinion  of  the  “masters”  of  the  past  in  proportion  to  their  real 
merits.  The  volumes  include  estimates  of  little-known  phases  such  as  the 
Barocque  and  Rococo.  The  plates  are  well  selected  and  mostly  reproduced  in 
full-page  size.  They  would  have  served  their  purpose  better  if  they  had  been 
printed  on  a  fine  coated  paper  rather  than  on  the  dull-finished  stock  used  for 
the  text.  However,  the  work  is  extremely  welcome  and  the  books  handsomely 
made.  It  is  a  pleasure  to  recommend  them  to  anyone  interested  in  sculpture 
as  a  fine  art. 

Art  and  Religion.  By  Van  Ogden  Vogt.  Illustrated.  Octavo.  Yale  Uni¬ 
versity  Press.  New  Haven.  1921. 

The  author  of  this  suggestive  book  is  to  be  thanked  for  a  consistent  and 
timely  treatise  upon  a  subject  that  has  been  too  long  neglected  by  both  the 
clergy  and  the  laity.  Fortunately,  from  present  indications  the  separation  of 
art  and  religion  which  came  about  through  mutual  misunderstanding  is  not  to 
end  in  divorce.  Both  parties  are  dependent  on  one  another  and  only  in  the 
closest  communion  may  be  said  to  really  fulfil  their  destinies — certainly  divorce 
would  menace  the  future  of  each.  A  number  of  edifices  in  this  country,  old 
and  new,  are  illustrated  to  show  the  artistic  development  of  native  Church 
architecture.  Another  should  be  mentioned;  a  Church  notable  for  a  soaring 
spire  of  unusual  grace  and  beauty  in  the  old  Long  Island  whaling  port  of  Sag 
Harbor.  Sculptors,  painters,  architects,  clergymen  and  priests  should  own  this 
volume  and  exhaust  its  very  intelligent  and  convincing  arguments.  It  is  full 
of  food  for  serious  thought  and  an  inspiration  to  those  who  took  for  a  re\  ival 
of  the  ancient  glory  of  religion  and  art. 

Historie  de  l’Art.  Depuis  les  premiers  temps  chr6tiens  jusqu’fi  nos  jours — 
Ouvrage  publi6  sous  la  Direction  de  M.  .Andrti  Michel — Librairie  .\rmand 
Colin,  Paris. 

After  seven  years  of  interruption  comes  the  first  part  of  the  sixth  volume  of 
the  well  known  "Histoire  de  I’Art”  published  under  the  direction  of  the  eminent 
hTench  art  historian,  M.  Andr6  Michel.  It  is  one  of  the  most  comprehensive 
and  scholarly  works  dealing  with  the  history  of  art  in  its  various  developments 
from  the  fall  of  the  R(anan  Empire  until  our  days.  M.  .Xndr^  Michel,  who 
himself  has  written  some  of  the  best  chai)ters  in  this  work,  has  cliosen,  among 
his  countr>'men,  the  Itest  authorities  for  each  particular  subject.  I'lie  \  ()lumes, 
of  which  each  is  divided  into  two  parts,  and  of  which  the  first  was  published 
in  lf/)5,  are  well  and  intelligently  illustrated;  each  chapter  closes  with  a  good 
bibliogra{)hy  on  the  subject,  and  thougli  some  of  the  chapters  are  weaker  tlian 


others,  the  work  as  a  whole  is  the  best  thing  of  its  kind  and  covers  in  a  general 
way,  most  of  the  problems  concerning  the  history  and  evolution  of  art  in 
Europe. 

The  first  part  of  the  sixth  volume  just  published  deals  with  Art  in  the  seven¬ 
teenth  century  in  Italy,  France,  Flanders  and  Spain. 

Historic  Houses  of  South  Carolina.  By  Harriette  Kershaw  Leiding.  Illus¬ 
trated.  Octavo.  J.  B.  Lippincott  Co.  1921. 

The  best  of  the  old  houses  in  South  Carolina  outside  of  Charleston  are  illus¬ 
trated  and  described  briefly  in  this  volume  by  Mrs.  Leiding.  Many  fine  ex¬ 
amples  of  Colonial  and  pre-Revolutionary  architecture  are  presented  for  com¬ 
parison  with  later  types  and  one  discerns  in  them  the  influences  that  have  in 
a  measure  determined  the  development  of  building  in  the  South.  Homes  like 
“Hampton”  on  South  Santee,  built  in  1730;  “Hillcrest”  in  Saint  Mark’s  Parish, 
dating  before  the  Revolution ;  the  Gibbes  house  on  Charleston  Neck  and  “Dray¬ 
ton  Hall”  on  the  Ashley  River,  built  in  1740,  are  not  excelled  by  many  of  those 
built  today. 

Philadelphia  Silversmiths.  1682-1850.  By  Maurice  Brix.  Privately  printed 
by  the  author.  1920. 

An  exhaustive  check  list  of  some  fourteen  hundred  silversmiths  and  allied 
craftsmen  who  worked  in  Philadelphia  prior  to  1850,  including  an  appendix 
containing  the  names  of  others  working  in  Pennsylvania,  Maryland,  Delaware 
and  Virginia  which  are  unmentioned  in  existing  works  on  the  American  silver¬ 
smiths.  Some  two  hundred  and  sixty  of  those  working  in  Philadelphia  flour¬ 
ished  prior  to  1800  and  emphasize  the  importance  of  that  city  as  a  centre  of 
production  in  Colonial  days.  The  book  is  an  invaluable  one  for  all  who  are 
interested  in  the  subject  and  promises  an  important  work  in  the  History  of 
Philadelphia  Silversmiths  which  the  author  has  now  in  preparation.  It  is  to 
be  hoped  that  Mr.  Brix  in  that  volume  will  arrange  the  text  so  as  to  treat  the 
craftsmen  chronologically.  The  present  volume  is  handsomely  printed  on  good 
paper  and  is  a  commendable  piece  of  bookmaking. 

The  Development  of  Embroidery  in  America.  By  Candace  Wheeler.  Illus¬ 
trated.  Octavo.  Harper  &  Brothers.  New  York.  1921. 

The  growth  of  the  art  of  the  needle  in  this  country  is  traced  in  this  well  illus¬ 
trated  volume  from  the  work  of  the  native  Indians  through  Colonial  times  to 
the  present  day.  Reproductions  of  the  moccasins  and  pipe-bags  of  Sioux 
Indians,  quilted  coverlets,  samplers  of  the  seventeenth,  eighteenth  and  early 
nineteenth  centuries,  Moravian  embroidery,  embroidered  “pictures,”  fire 
screens,  etc.,  and  modern  American  tapestries  add  interest  to  the  text.  It  is 
an  attractive,  interesting  and  popular  presentation  of  a  theme  of  perennial 
interest  to  women  and  to  some  men,  as  well.  For  a  concise  treatment  of  the 
subject  it  may  be  recommended  to  the  needle-worker,  the  collector  and  the 
student  of  this  fascinating  form  of  art. 
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1  art.  It  characterizes  the  artist  enthusiastically  and  at  the 

j  same  time  justly. — N.  Y .  Tribune. 

1  FORMER  VOLUMES 

Alexander  Wyant.  By  Eliot  Clark .  $15.00 

Winslow  Ho.vier.  By  Kenyon  Cox .  15.00 

George  Inness.  By  Elliott  Daingerfield .  30.00 

Homer  Martin.  By  Frank  J .  Mather.  Jr .  15.00 

R.  A.  Blakelock.  By  Elliott  Daingerfield .  12.50 

Fifty  Paintings  by  George  Inness .  25.00 

Fifta*-eight  Paintings  by  Homer  Martin .  25.00 

Sixty  Paintings  by  Alexander  Wyant .  25.00 

EARLY  AMERICAN  PORTILAIT 

PAINTERS  IN  MINIATURE 

By  Theodore  Bolton 

Octavo.  With  reproductions  of  32  miniatures.  l  imited  edition 
of  300  copies.  $%.oo  a  copy.  Delivered, 

Mr.  Bolton’s  monograph  is  an  excellent  one.  It  catalogues 
the  more  important  miniatures  and  gives  the  lives  of  the 
better  known  miniaturists. — Brooklyn  Eagle. 

With  untiring  industry  this  connoisseur  has  brought  to< 
getlier  all  the  information  concerning  people  who  painted 
in  miniature  in  North  America  before  1850.  Ever>’one  who 
writes  on  the  histor>'  of  American  art  must  henceforth 
consult. — Boston  Herald. 

AMERICAN  PAINTERS  OF  YESTERDAY 

AND  TODAY 

By  Frederic  F.  Sher-alan 

Illustrated.  umo.  Delivered,  $3.10 

Mr.  Sherman’s  criticism  exhibits  intelligent  and  careful 
study  and  a  complete  understanding  of  the  technic  of  paint* 
ing. — Springfield  Republican. 

THE  LATE  YEARS  OF  MICHEL  ANGELO 

By  \V.  R.  Valentiner 

j  Illustrated  8vo.  300  copies  only.  Delivered.  $7.50 

No  one  has  made  the  mysterious  giant  of  the  renaissance 
live  for  us  in  the  same  degree. — Sew  York  Times. 

VENETIAN  PAINTING  IN  AMERICA 

By  Bernard  Berenson 

Illustrated.  Sg.  i2mo.  Delivered,  $7.50 

1  A  critical  work  of  great  value. — Baltimore  Sun. 

LANDSCAPE  AND  FIGURE  PAINTERS 

OF  A.M ERICA 

By  Frederic  F.  Sherman 

Illustrated.  i2mo.  Delivered,  $3.10 

The  treatment  of  the  varied  talents  of  the  men  whose  works 
are  dealt  with  is  along  this  line  of  long,  intimate  study. — 
Brooklyn  Eagle. 

ESSAYS  IN  THE  STUDY  OF  SIENESE  PAINTING 
By  Bernard  Berenson 

1  Illustrated.  Sg.  i2mo.  Delivered,  $6.20 

He  has  made  many  valuable  discoveries. — Sew  York  Times. 
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Annunciation  Group 

Collection  of  the  late  Michael  Dreiser 


ART  IN  AMERICA  AND  ELSEWHERE 
AN  ILLUSTRATED  BI-MONTHLY  MAGAZINE 
VOLUME  X  .  NUMBER  n  .  FEBRUARY  1922 


AN  ANNUNCIATION  GROUP  IN  THE 
MICHAEL  DREICER  COLLECTION 

XCLUDED  in  the  collection  bequeathed  to 
the  Aletropolitan  Alnsenin  of  X"ew  York  by 
the  late  Mr.  Michael  Dreicer  is  a  group  of 
sculptured  figures.  They  represent  the  Angel 
and  the  \’irgin  of  the  Annunciation,  a  sub¬ 
ject  frequently  met  with  in  the  productions 
of  the  mediaeval  period  but  one  of  the  fav¬ 
orite  ones  with  the  Italian  artists.  'Fheir 
frescoes  and  ea.sel  paintings  of  the  due,  tre  and  cjuattrocento  are  full 
of  them;  but  the  ways  in  which  the  \  irgin  as  well  as  the  .\ngel  are 
depicted  change  according  to  schools,  medium  and  the  fanc>'  ol  the 
artist.  There  seems  to  be  no  rigid  rule  positively  stating  how  they 
had  to  be  represented  in  the  scene  of  the  .\nnunciation  though 
in  a  general  way  there  was  a  tendency’  during  the  thirteenth  and 
in  the  beginning  of  the  fourteeenth  centur>'  to  show  both  the 
V  irgin  and  the  .\ngel  standing  in  an  attitude  of  gra\  its  '  whiK'  Irom 

'  E.  Male:  l.’art  rdigieux  it  la  fin  <lii  nioyni  Am-,  |>.  J4. 

Copyriulil,  192-J.  I'ritliric  I'.iirdiilil  slu  rni.iii 
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about  the  middle  of  the  fourteenth  century  the  Angel  delivers  his 
message  to  the  Virgin  in  a  kneeling  attitude.  However,  there  are 
many  exceptions  to  the  rule  and  the  attitude  of  Mary  and  Gabriel 
are  of  the  greatest  variety.  In  Cimabue’s  Annunciation  both  the 
Angel  and  the  Virgin  are  standing,  while  Giotto  in  the  Arena  Chapel 
in  Padua  shows  us  the  Angel  bending  one  knee  and  with  uplifted  arm 
pronouncing  the  Holy  message;  the  Virgin  herself  receives  it  in  a  half 
kneeling  position  with  her  arms  crossed  in  adoration.  The  artists  of 
the  Sienese  School  generally  represent  the  Virgin  seated  and  shrinking 
back  in  receiving  the  message,  while  Fra  Angelico,  for  example,  repre¬ 
sents  her  sometimes  seated,  sometimes  kneeling,  and  the  Angel  either 
standing  or  kneeling.  In  sculptured  representations  the  theme  also 
often  varies.  In  the  Cathedral  of  Orvieto  among  the  reliefs  of  the 
pilasters  of  the  fagade  the  Angel  is  shown  kneeling  and  the  Virgin 
standing,  while  from  about  the  same  time — the  first  third  of  the 
fourteenth  century — in  the  Cathedral  of  Messina  the  Angel  is  kneel¬ 
ing  and  the  Virgin  seated  on  a  bench. ^  On  the  other  hand  in  the 
Annunciation  in  Sarzana  (Porta  dell’  Oratorio  della  Misericordia) 
given  to  a  follower  of  Andrea  and  Nino  Pisano  ^  both  the  Virgin 
and  the  Angel  are  standing  and  this  attitude  is  repeated  in  many 
other  Annunciations  such  as  the  ones  in  the  Lyons  Museum,  in 
the  Museo  Civico  in  Pisa,  in  the  Cluny  Museum,  in  the  Louvre, 
in  the  Museo  dell’  Opera  in  Orvieto,  in  Santa  Croce  in  Florence, 
in  Santa  Marguerita  in  Cortona,  in  S.  Eustorgio  in  Milan  and 
elsewhere.^ 

In  the  group  here  represented  the  Virgin  is  standing  on  a  low  base 
with  her  arms  crossed  in  adoration  as  she  listens  to  the  Holy  message 
which  the  archangel  kneeling  on  one  knee,  his  hands  resting  on  the 
other,  delivers  to  her.  His  hair  is  thick  and  curly,  his  head  lifted  up, 
his  mouth  half  open,  while  the  Virgin  looks  down  at  him  with  an 
expression  of  devout  resignation.  She  is  dressed  in  a  closely  fitting 
gown  over  which  is  draped  a  mantle  and  her  hair  falls  loose  over  her 
back  and  shoulders.  Traces  of  a  crown  are  around  her  head.  As  for 
the  Angel  he  wears  a  profusely  draped  mantle  over  a  gown  girdled 
at  the  waist. 

1  Venturi:  Storia  dell’  Arte  Italiana,  vol.  IV,  p.  346,  fig.  253  and  p.  370,  fig.  284. 

Mbid.  p.  530,  fig.  418-419. 

®  See  Jahrbuch  der  Kaiser  Kgl.  Kunstwissenschaft  Berlin  1903 — -Article  by  Karl  Justi  on 
Giovanni  Pisano  .  .  .  p.  280,  Note  2.  See  also  in  “L ’Arte”  1904  the  article  by  Pietro  D’Achiardi: 
Alcune  opere  di  scultura  in  legno,  p.  358,  361-365.  For  other  variations  see  reproduced  in  Venturi: 
Storia  dell’  Arte  Italiana,  vol.  IV,  the  Annunciation  from  San  Casciano  by  Giovanni  di  Balduccio, 
the  one  in  the  Baptistery  in  Bergamo  of  about  the  middle  of  the  14th  century,  the  one  in  Orsan- 
michele  in  Florence  by  Orcagna,  and  others. 
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Both  figures  composed  in  the  purely  Gothic  spirit  are  exquisite  in 
their  simplicity.  The  types,  though  realistic,  are  idealized.  The 
expression  is  of  the  greatest  purity  and  the  garments,  while  they  are 
in  the  style  common  in  every-day  life,  follow  the  line  of  the  traditional 
religious  representations  like  those  seen  on  the  portals  of  the  Gothic 
Cathedrals.  Their  hatchings,  deep  and  vertical,  are  characteristic  of 
mediaeval  workmanship. 

If  we  try  to  define  the  exact  origin  of  the  group  just  described  we 
find  ourselves  confronted  with  a  very  difficult  problem.  At  first  sight 
the  group  appears  to  be  French  rather  than  Italian,  but  after  a  closer 
examination  it  seems  impossible  to  assign  it  to  any  other  country 
than  Italy.  But  where  and  in  which  part  of  Italy  was  it  created? 

The  way  in  which  the  group  is  represented  cannot  lead  to  any 
definite  conclusions  as  among  the  varied  forms  of  representations  of 
the  Annunciation  it  was  the  one  most  commonly  used.  We  ha\'e, 
therefore,  to  discard  the  help  of  iconography,  examine  the  work 
st\’listicall>',  compare  it  with  other  works  of  the  period  and  thus  by 
way  of  critica’  observation  define  the  school  to  which  it  belongs. 

At  the  period  of  its  creation,  about  1400  to  1410,  the  chief  center 
of  art  production  in  Italy  was  Florence.  In  the  sculptures  which  were 
executed  there  for  the  Dome  and  for  Orsanmichele,  at  which  artists 
from  different  parts  of  Italy  worked,  is  seen  a  combination  of  \'arious 
influences.  Masters  like  Andrea  Pisano  or  Orcagna  followed  the 
mediaeval  traditions,  while  others  like  Ciuffagni  and  Nanni  di  Baneo 
adopted  some  of  the  classical  traditions.  To  these  characteristics  can 
be  added  those  which  artists  from  various  parts  of  the  countr\'  and 
from  abroad  brought  with  them  when  coming.  W'e  know  indeed  that 
at  the  time  directly  preceding  the  great  Italian  (luattrocenlo  in 
scul[)ture,  men  from  various  countries  were  actiN'e  in  the  building  aiul 
in  the  decorating  of  the  Italian  Cathedrals.  In  Milan,  in  addition  to 
natives,  artists  from  France,  Germany  and  h'landers  worked  together 
in  building  the  Dome  and  to  this  fact  is  due  the  almost  uni(iue  and 
cosmopolitan  character  of  its  statues.  .As  for  the  C'athedral  ol  I'lor- 
ence,  at  the  time  which  interests  us  here,  about  1400,  the  sculi)tnres 
slunv  an  association  of  influences  and  traditions  from  all  over  ltal\’, 
(ombined  with  those  from  other  I'.uroi)ean  countries  such  as  I'rance 
aiul  fiermany.  d'hese  came  through  direct  contact  with  sonu*  ol  the 
ffjreign  artists  such  as  Piero  di  Giiovanni  Fedeseo  and  others  or 
through  the  intermingling  of  small  work.-,  of  art  im|)orli“d  Irom  !■  ranee 
and  elsewhere,  d'he  uork^.  of  .Xndre-a  and  \ino  Pisano,  influenced  by 


French  art,  the  ones  by  Orcagna,  in  which  he  emphasizes  the  teach¬ 
ings  which  he  received  from  Giotto,  the  ones  by  Lorenzo  di  Giovanni 
d’Ambrogio,  by  Nicola  di  Piero  Lamberti,  Giovanni  Tedesco,  Nanni 
di  Baneo  and  others  are  side  by  side  combining  and  perpetuating  the 
Gothic  traditions,  with  the  introduction,  by  some  of  them,  of  elements 
from  antiquity.  Speaking  in  a  general  way — sculpture  which  in  the 
second  half  of  the  fourteenth  century  in  Florence  was  to  a  great 
extent  tributary  of  painting,  shows  models  inspired  from  works  of 
antiquity  combined  with  others  imbued  with  the  imaginative  quali¬ 
ties  of  the  Gothic  period.  This  is  best  expressed  in  the  decoration  of 
the  two  famous  portals  of  the  Florence  Cathedral,  the  “Porta 
dei  Canonici”  and  the  “Porta  della  Mandorla.”  All  of  these  works 
were  examples  paving  the  way  and  being  the  source  of  inspir¬ 
ation  for  a  Lorenzo  Ghiberti,  for  a  Donatello,  for  a  Luca  della  Robbia 
and  others. 

One  of  the  characteristic  features  of  statues  of  this  particular 
period  is  the  way  in  which  most  of  the  garments  fall  in  long,  straight, 
deeply  hatched  lines,  winding  gracefully  around  the  feet.  This  can 
be  observed,  among  others,  in  the  Annunciation  in  Santa  Croce  by  a 
follower  of  Orcagna  (Venturi,  IV,  p.  664-665),  in  two  figures  said  to 
come  from  the  fagade  of  the  Duomo  (Ibid.  p.  702-703),  one  attributed 
to  Piero  di  Giovanni  Tedesco,  the  other  to  Nicolo  di  Piero  Lamberti, 
in  some  of  the  figures  by  Andrea  and  Nino  Pisano  and  their  followers 
and  in  many  others.  The  same  can  also  be  observed  in  the  figures  of 
the  Dreicer  group  with  which  we  are  concerned  here.  Its  execution 
belongs  to  the  period  directly  preceding  the  one  of  Ghiberti  and  of 
Donatello.  It  was  made  at  the  particular  time  when  sculpture  in 
Italy  showed,  so  to  speak,  an  international  character,  before  a  genius 
like  Donatello,  for  example,  led  the  way  to  individualistic  work  per¬ 
sonifying  the  character  of  the  native  soil. 

It  is  with  the  creations  of  that  period  that  we  associate  the  group 
from  the  Dreicer  Collection;  it  is  with  works  directly  preceding  the 
first  productions  of  Ghiberti  in  Florence  that  we  find  certain  analogies. 
The  artist  who  sculptured  it  knew  certainly  Orcagna’s  tabernacle  in 
Orsanmichele  as  well  as  the  works  by  Andrea  and  Nino  Pisano.  He 
was  also  familiar  with  the  “Porta  dei  Canonici”  and  the  “Porta  della 
Mandorla.”  His  naturalism  is  more  accentuated  than  that  seen  in 
the  statues  of  the  Tabernacle  of  Orcagna,  and  the  structure  of  his 
figures  is  less  idealized  than  those  by  Andrea  and  Nino  Pisano.  His 
art  shows  that  he  was  familiar  with  works  of  France  and  of  Germany. 
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3  Sketch  FOR  A  Mikk(^r  Frame  Fig.  i  Drawing  for  a  Mantel 

I'  iG.  2  I  )f,sigx  for  a  Commode 

I’osT- Director  Chippendale  Drawings 


The  Melropclilan  Museum  of  Art 


He  is  a  “Gothic”  still  imbued  with  the  spirit  of  the  mediaeval  pro¬ 
ductions  but  already  predicting  the  art  of  a  Luca  della  Robbia  for 
example.  He  belongs  to  the  class  of  precursors  of  the  great  quattro¬ 
cento,  to  the  precursors  of  Ghiberti  and  appears  to  be  one  of  those 
who  paved  the  way  for  the  golden  age  of  Italian  sculpture. 


SOME  POST-DIRECTOR  CHIPPENDALE  DRAWINGS 


About  a  year  ago  an  article  in  the  Bulletin  of  the  Metrojiolitan 
-  Museum  of  Art  *  announced  the  accpiisition  of  207  sheets  of 
drawings  of  furniture  designs,  178  of  which  are  indisputabh'  the 
originals  for  Chippendale’s  “The  Gentleman  and  Cabinet  Maker’s 
Director,”  of  the  editions  of  1754  ‘tnd  1762.  In  this  short  announce¬ 
ment  Mr.  Ivins  made  a  brief  survey  of  the  question  of  authorship,  but 
concluded  that,  although  the  work  of  one  hand  is  felt  in  all  of  the 
designs  the  identity'  of  the  draftsman  must  remain  unknown. 

In  this  article  I  do  not  propose  to  re\  iew  in  toto  this  complicated 
subject.  The  result  of  an}-  iiuestigation  e\cn  with  this  new  material 
will  still  be  one  of  reasoned  conjecture,  pcrhajts  somewhat  more 
supported  than  before,  but  still  conjecture.  Without  going  into  de¬ 
tailed  reasoning,  the  drawings  in  these  scrap  books  not  appearing  in 
the  Director  may  certainly  be  considered  part  of  those  made  in  the 
Chippendale  workshop,  either  as  catalogue  illustrations  or  working 
sketches,  a  number  of  which  were  ne\  er  brought  to  that  finished  state 
necessar}’  for  mechanical  reproduction  b\’  the  eugra\-er. 

Figures  i  and  2  are  particularh-  interesting  as  gi\  ing  graphit- 
evidence  of  the  work  of  the  ('hippendale  shoi)s  in  producing  those 
Adames(|ue  designs  which,  according  to  Mr.  (\“scinsk\-,-’  are  tin*  onK’ 
I)icces  of  furniture  we  actualK’  know  Chi|)pt‘ndale  to  ha\e  made.  \et 
which  do  not  appear  in  an\'  of  his  publications.  .\i)art  from  this, 
hf)we\er,  they  are  of  great  importance  as  gi\  ing  i‘\  i(h“nc(‘  of  tlu*  pro- 
('css  (A  design  and  sufficient  data  for  at  least  a  tenabli'  h\-i)othesis  as 
to  the  way  in  which  the  I  )irector  was  |)ri'|)ar(‘d  for  publication. 

By  ((jiuparing  the  drawing  for  a  mantel  tre.itment  (I'ig.  t)  with 

•  litilfi'im  of  Mcirof)olitan  Must-iim  of  Art,  \’ol.  X\'I,  No.  i,  p.  7,  W.  M.  Ixinn,  Jr.,  t'lir.itor 
of  i’rints;  (  'l•lmlry  !•' limit  urc  I  ti-jiinns. 

>  Hiirlin({ton,  Vol.  XXI.N,  pp.  II.S,  lli-rlK-rt  ( ,  Tliom.it  (  liip|H'ii(l.ili-  I  tu- 
of  fiin  Work. 


the  sketch  for  a  mirror  frame  published  in  the  Bulletin  article  referred 
to  above  (Fig.  3),  we  readily  see  that  the  same  hand  was  concerned  in 
both,  though  the  styles  show  a  difference  in  date  of  some  fifteen  years. 
Both  drawings  were  first  sketched  out  in  pencil  and  later  precised  and 
made  more  permanent  with  the  pen.  In  the  case  of  the  mirror  frame, 
the  design  necessitated  a  carrying  out  entirely  with  a  free  hand  stroke, 
in  this  instance  sketchily  and  quickly  done,  the  technique  however 
showing  a  more  adept  handling  of  the  pencil  than  the  pen.  This  is 
what  would  be  expected  of  a  practical  designer,  and,  even  apart  from 
the  notes  as  to  size  and  destination  written  on  the  drawing,  would 
indicate  a  design  made  for  an  actual  job,  submitted  to  a  client  for 
approval,  and  later  filed  away  for  reference  in  a  “cost  book”  such  as 
was  kept  by  the  furniture  makers  of  the  time.  The  mantel  drawing 
has  indubitably  the  same  characteristics,  though  a  ruling-pen  has 
been  used  when  practicable,  being  quicker  and  more  precise.  With 
this  right  line  framework  completed,  the  free  hand  pencil  work  was 
inked  (precisely  as  a  modern  design  would  bej.  Again,  owing  to  the 
incompletion  of  this  part,  we  see,  in  spite  of  its  rubbed  condition,  the 
superiority  of  the  pencil  handling  over  the  somewhat  scratchy  pen 
stroke.  The  careless  finish,  especially  with  the  evidence  of  the  other 
drawings,  argues  definitely  against  this  being  a  discarded  publication 
drawing  (regardless  of  date).  We  have,  therefore,  undoubtedly  an¬ 
other  “cost  book”  record.  It  may  well  be  noted  here  that  this  inking- 
in,  especially  in  this  record  drawing,  was  a  merely  mechanical  job 
and  might  readily  be  turned  over  to  an  underling,  as  is  the  custom 
today. 

This  accounts  clearly  for  the  superbly  stupid  drawing  of  the  design 
for  a  commode,  reproduced  in  Figure  2.  In  spite  of  the  defects  of 
the  rendering  and  the  obvious  “foreign”  influence  of  the  Adams,  the 
design  is  thoroughly  Chippendale  and  close  kin  to  much  of  the  work 
in  the  Director  of  1754,  as  a  mental  reconstruction  of  the  piece  will 
prove.  Again  for  the  same  reasons,  we  have  another  of  these  record 
“cost  book”  drawings,  showing  the  work  of  a  practised  and  skilful 
designer  perpetuated  by  an  inexperienced  draftsman,  probably  when 
the  business  had  grown  so  large  that  all  routine  work  was  handled  by 
subordinates.  Moreover  the  painstakingly  complete  inking-in  of  this 
particular  drawing  is  somewhat  more  than  would  be  required  for 
merely  business  or  shop  record,  from  which  it  may  be  conjectured  that 
it  was  used  rather  in  a  sort  of  shop  catalogue  or  appendix  to  the 
earlier  published  work  of  the  Director. 
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All  this  indicates  the  possibility’,  even  probability,  of  the  work  of 
two  hands  in  the  production  of  a  single  drawing,  as  well  as  the 
existence  in  Chippendale’s  shop  of  a  record  file  of  work  completed  or 
offered  for  the  consideration  of  possible  clients.  This  will  be  useful 
in  a  later  discussion  of  the  whole  subject  of  the  Director  drawings. 

In  regard  to  these  particular  examj^les,  their  essentially  Chippen¬ 
dale  character  should  be  noted,  in  spite  of  their  wholesale  “Adamizing” 
for  the  purpose  of  meeting  trade  demands.  They  show  the  stage  in¬ 
termediate  between  the  Director  of  ’62  and  the  Garrick  furniture  of 
the  early  seventies,  and  illustrate  the  type  of  thing  the  Chippendale 
firm  was  turning  out  on  its  own  account  and  not  from  designs  given 
by  the  Adam  brothers  as  in  the  case  of  Harewood  and  Xostell  Priory. 

The  occurrence  of  the  mantel  design  indicates  the  enlarged  func¬ 
tions  of  the  Chippendale  firm  at  this  time.  They  were  evidently  under¬ 
taking  interior  decoration  in  its  architectural  sense,  an  idea  that  the 
universal-provider  character  of  the  Garrick  *  accounts  corroborates. 
It  is  quite  probable  that  it  was  in  this  character  that  the  Chippendales 
were  employed  by’  the  brothers  Adam,  not  merely’  as  cabinet  makers. 


•.Accounts  of  (  hipiM-nd.ilr,  ll.iix  .ind  Co.  for  tin-  fiirniHliiriK  of  D.ivid  ( '..irrick’s  lioinc  in  tlic 
.'Vdelplii.  I'ut».  1920  by  Victoria  .ind  .AUhti  .Museum.  I  )cpt .  of  \V<MMlwork. 


THE  HALBERDIER  BY  PONTORMO^ 


HERE  is  a  startling  beauty  about  this  portrait.  It  overwhelms 


-L  by  its  authority.  It  asserts  so  emphatically  and  clearly  its  claim 
to  acceptance,  and  that  claim  itself  is  so  manifold,  that  the  imagina¬ 
tion  is  troubled  in  the  effort  to  keep  pace  with  its  own  good  will. 
There  are  few  comparable  thrills  in  art.  Perhaps  the  bronze  charioteer 
of  Delphi  in  his  superb  professionalism,  austere  grace,  tempered 
energy,  is  our  nearest  analogy.  Indeed,  before  a  work  of  what  we  are 
wont  to  think  the  decadence  the  mind  instinctively  reverts  to  archaic 
masterpieces — to  the  striding  gods  of  Egypt,  the  pediment  figures  of 
Aegina  and  Olympia.  Here  is  the  paradox  of  Pontormo’s  great  por¬ 
trait,  the  baffling  quality  in  it  which  may  ultimately  elude  analysis. 

Of  its  linear  and  sharply  daylit  type  it  is  one  of  the  supreme 
examples.  In  the  genre  nothing  but  a  Holbein  would  stand  beside  it. 
A  Diirer  would  seem  uncouth,  if  as  masterly;  an  Ingres  almost  flimsy. 
Unlike  its  class,  its  enamel  is  worked  not  into  a  safe  and  conventional 
harmony  of  tints,  but  into  a  grand  and  purposeful  discord  of  old 
gold  (the  jerkin)  and  scarlet  (the  cap  and  trunks)  which  is  as  auda¬ 
ciously  mediated  by  the  tarnished-steel  blues  of  the  linen  collar  and 
cuffs.  The  scheme  grates  upon  the  imagination  while  wholly  dominat¬ 
ing  it.  The  enamel  is  by  no  means  simple  but  stroked,  modulated, 
thinned  and  overlaid  with  the  utmost  subtlety.  To  the  creation  of  an 
apparently  simple  and  almost  archaic  effect  has  really  been  brought 
the  greatest  boldness,  patience,  and  ingenuity.  We  have  to  do  with 
an  eminently  learned  and  conceivably  sophisticated  simplicity. 

But  what  in  another  picture  would  be  sophistication  is  here  inter- 
blent  with  a  simple  grandeur  of  vision.  Pontormo  has  seen  the  Pla¬ 
tonic  idea  of  the  soldier  on  Duty,  has  found  a  type  for  the  splendor  of 
military  loyalty,  for  all  youth  that  has  looked  wide-eyed  and  fearless 
upon  peril,  for  all  beauty  that  has  offered  itself  for  annihilation,  or 
worse,  for  mutilation;  has  sensed  the  whole  terrible  and  splendid 
oblation  that  all  generous  youth  at  all  times  has  made  to  love  of 
country.  All  this  Pontormo  has  expressed  with  grandeur,  lucidity, 
and  a  peculiar  tenderness.  For  the  Halberdier  is  an  Apollo  if  on  servile 
necessary  duty  and  subject  to  a  death  in  itself  sordid  and  unseemly. 
So  clearly  has  the  artist  seen  the  universal  soldier  in  this  young 
Florentine  that  we  should  lose  something  if  we  knew  his  name  and  lot 
as  an  individual. 

1  Lent  to  the  Metropolitan  Museum  by  Mr.  C.  C.  Stillman  in  memory  of  the  late  James 
Stillman. 
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I  am  glad  then  that  it  is  not  the  portrait  of  Francesco  Guardi  in  a 
soldier’s  garb  which  \^asari  praised.  This  identification  has  been  ten¬ 
tatively  made  by  H.  \"oss  in  Die  Maler  der  Spat  Renaissance,  Berlin, 
1921,  p.  171.  But  Air.  Wehle  of  the  Metropolitan  Museum  has 
kindly  informed  me  that  the  Guardi  portrait  was  of  smaller  dimen¬ 
sions  than  The  Halberdier.  The  decorated  case  which  covered 
Francesco  Guardi’s  portrait  is  in  the  Barberini  Palace  at  Rome.  It  is 
adorned  with  a  Pygmalion  and  Galatea  ascribed  by  A’asari  to  Bron¬ 
zino  but  really  by  Pontormo  himself  (Clapp  No.  83).  The  dimensions 
are  79  by  62  cm.  The  enclosed  picture,  doubtless  framed,  must  have 
been  many  centimetres  smaller  in  both  dimensions,  and  could  at  most 
have  been  a  long  bust  with  hands.  The  Halberdier  is  a  long  half-length 
and  its  dimensions  are  92  by  72  cm.  Hence  we  must  reject  Dr.  F.  M. 
Clapp’s  suggestion  (page  259),  which  was  earlier  Mr.  Berenson’s  (The 
Drawings  of  the  Florentine  Painters,  I.  324;  1 1.  138),  that  the  fine 
drawing  published  in  Air.  Clapp’s  admirable  book  as  Figure  120  is  a 
study  for  the  lost  portrait  of  Guardi.  It  is  rather  the  composition 
sketch  for  our  Halberdier.  There  is  no  attempt  to  grasp  the  likeness, 
merely  to  get  the  character  of  the  pose.  And  it  is  interesting  to  see 
how  the  motive  has  gained  aggressiveness  and  saliency  in  the  finished 
picture. 

The  Halberdier  under  the  attribution  Bronzino  was  sold  from 
Princesse  Alathilde’s  collection  in  1904.  In  the  catalogue  of  that 
sale  we  learn  that  the  picture  had  been  earlier  sold  by  Leroy  d’  Ftiolles 
in  1861  and  Cardinal  Fesch  in  1844.  There  our  knowledge  of  its 
history  ceases.  1  do  not  know  who  first  made  the  correct  and  obx  ious 
attribution  to  Pontormo.  All  critics  agree  in  dating  the  sketch  tor  our 
portrait  within  a  year  of  the  siege  of  Florence,  1529-30.  W’e  may 
assume  that  either  the  imjiending  disaster  or  the  fact  ot  sl’.attered 
liberty  made  cr>stalline  and  poignant  to  the  artist  the  eternal  splen¬ 
dor  of  all  the  >'oung  breasts  that  ha\  e  been  offered  in  all  the  ages  to  an 
iin  ader’s  steel. 


ENGLISH  WHOLE  LENGTH  PORTRAITS 
IN  AMERICA 


Lawrence’s  mrs.  Thomson  and  child 


HE  splendid  group  by  Sir  Thomas  Lawrence  of  Mrs.  Thomson 


JL  and  child  in  Mr.  Stotesbury’s  collection  in  Philadelphia  is  an 
example  of  one  of  the  rarest  combinations — always  accidental  and 
therefore  all  the  more  interesting — in  portraiture:  that  of  a  mother 
and  a  son  who  became  a  great  figure  in  history.  There  are  doubtless 
parallel  instances,  but  not  many.  A  series  of  such  groups,  painted 
during  the  last  two  or  three  centuries,  would  have  the  greatest  value 
to  the  student  of  eugenics,  in  addition  to  the  wider  human  and  artistic 
interests:  not  a  few  of  such  groups  would  go  to  prove  that  the  brilliant 
intellect  of  a  family  has  been  a  younger  rather  than  an  elder  son. 
The  little  boy  in  this  Lawrence  group  was  the  youngest  son  of  his 
parents;  the  artist  himself  was  a  late  arrival  in  a  brood  of  sixteen  chil¬ 
dren,  and  many  other  even  more  famous  instances  might  be  quoted. 

But  we  are  just  now  more  concerned  with  facts  than  with  theories, 
with  one  picture  rather  than  with  many.  And  the  remarkable  fact 
in  connection  with  this  extremely  important  and  imposing  group  by 
Lawrence  is  that,  owing  to  a  careless  error  committed  over  a  century 
ago,  it  has  been  unrecorded  under  its  correct  title  by  every  writer 
on  Sir  Thomas  Lawrence.  Nowhere  shall  we  find  even  the  scantiest 
reference  to  his  group  of  Mrs.  Thomson  and  the  little  boy  who  after¬ 
wards  became  Lord  Sydenham,  which  was  one  of  the  chief  features 
in  the  Royal  Academy  of  1804,  when  it  was  exhibited  in  a  prominent 
position  as  No.  17.  By  a  clerical  or  typographical  error  it  appeared 
in  the  official  catalogue  as  “Mrs.  C.  Thelluson  and  child,”  and  na¬ 
turally  successive  writers  on  Lawrence  have  registered  this  title 
whilst  failing  to  trace  the  picture.  It  was  an  obviously  easy  error 
to  make.  It  seems  to  have  been  nobody’s  business  to  correct  it.  It 
remained  uncorrected  until  the  group  was  exhibited  in  New  York 
in  1914,  when  it  came  as  a  surprise  and  a  delight  to  students  of 
Lawrence.  Lor  over  a  century  it  had  remained  in  the  Thomson 
family,  unexhibited  and  practically  unknown.  It  is  unquestion¬ 
ably  one  of  the  finest  and  most  impressive  of  the  artist’s  works 
when  he  was  at  the  height  of  his  powers.  A  beautiful  woman  of 
distinction  and  fine  breeding,  and  a  beautiful  child  such  as  we 
see  in  this  group,  would  have  strongly  appealed  to  the  artist;  we  see 
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him  repeating  the  same  scheme  of  grouping  in  his  earlier  picture  of 
Mrs.  John  Angerstein  and  child  of  1800,  and  in  his  later  one  of 
Mar>'  Countess  of  Leitrim  and  daughter  of  1810,  to  name  only  two. 
It  is  a  sumptuous  picture  on  a  large  scale  (the  canvas  measures 
88  in.  by  58  in.),  with  the  central  figure  in  a  rich  rul)\'-coloured 
\'elvet  flowing  robe,  a  long  white  \'eil  over  her  brown  hair,  and  coral 
necklace;  the  little  boy  is  dressed  in  white  with  pink  sash.  In  the 
“Memoirs,”  1843,  of  his  life  by  his  brother,  G.  Poulett  Scrope,  M.  P., 
(who  adopted  the  surname  of  Scrope  instead  of  Thomson),  we  are 
told  that  Lord  Sj  denham,  the  little  boy  in  this  grouj:),  “was  remark¬ 
able  for  the  perfection  of  childish  grace  and  beauty,  yet  attested  by 
the  pencil  of  Sir  Thomas  Lawrence.”  At  Weymouth  in  1803,  the 
child  attracted  the  enthusiastic  admiration  of  George  III,  who 
compelled  the  stiff  and  austere  Prime  Minister,  William  Pitt,  to  take 
the  child  in  his  arms. 

The  parents  of  a  distinguished  man  are  always  an  interesting 
study  in  arri\  ing  at  a  full  estimate  of  his  career,  and  usualK'  it  is  the 
mother’s  influence  which  becomes  that  “di\init>'  that  shapes  our 
ends,  rough-hew  them  how  we  will;”  and  this  was  esiiecialh’  the 
case  with  the  child  in  this  picture,  for  most  of  his  education  was 
acquired  at  home.  His  father  was  John  Thomson  (who  in  1814 
became  John  Buncombe  Poulett  Thomson),  a  partner  in  the  old- 
established  Anglo-Russian  trading  firm  of  Thomson,  Bonar  and  ('o.,‘ 
of  Austin  Friars,  London,  a  man  of  considerable  wealth,  with  a 
town  house  at  Xo.  3  Portman  Sejuare,  and  residences  at  Wa\erley 
Abbe>',  near  h'arnham,  Surre>',  Roehampton,  then  a  suburb  ol 
London,  and  West  Lodge,  Dorset.  He  married  in  1781  ('harlottc 
third,  daughter  of  John  Jacob,  M.I).,  of  Sahsbur\-,  and  grand¬ 
daughter  of  the  \\*ry  Re\'.  John  (  larke,  I). I).,  Dean  of  Salisbur\’  in 
1728.  d'he  biographer  of  Lord  Sydenham  tells  us  \er\'  little  about 
their  mother,  except  that  at  the  birth  of  her  Noungest  child  the 
ninth — Charles  I'dward  Poulett  d'lK)mson,  at  Wa\erli‘\'  .\bbey,  on 
September  13,  1799,  her  health  was  “much  enfeebled."  She  died  in 
Paris  on  Ma>'  18,  1824,  attended  by  the  son  who  ai)iH‘ars  with  her 
in  this  picture:  he  was  then  on  his  return  from  Ru>sia  \  ia  X’ii'im.i, 
and  arrived  in  Paris  “only  just  in  time  to  recei\'e  the  hist  blessing  of 
that  most  alTectionate  and  de\()ted  parent.” 

'  The  firm  cxisfrcl  for  at  least  a  ci-ntiiry  .iixl  a  half,  'flu*  |>.irtiu-rit,  I'homson  .uni  Hon.ir,  ucre 
alinont  certainly  connected  liy  f.imily  as  well  as  Ini.siness  tie*.  .•\nne  I  Iioiiimmi,  who  m.irried  lu  r 
cousin,  'Ihomson  Ifonar,  and  their  only  d. luthier  Mt  to  Komney  in  i7<>o  lor  a  iM-.uitiful  Kroiip 
which  is  now  in  the  t'nited  St.ites.  Siiiie  further  del.iils  concerning  the  ritomsiin  .uul  llon.ir 
families  apix'.ired  in  Solti  and  (^httnti  duriiiK  I'li  e 


The  short  but  singularly  brilliant  career  of  Charles  Edward 
Poulett  Thomson,  afterwards  first  and  last  Lord  Sydenham,  is  told 
so  fully  in  the  “Dictionary  of  National  Biography,”  and  in  two 
separate  biographies  of  him  that  it  is  only  necessary  here  to  recapitu¬ 
late  a  few  of  the  outstanding  facts.  At  the  age  of  i6  he  entered  his 
father’s  firm  and  paid  a  visit  to  Russia,  which  he  revisited  again  in 
1821-3.  He  was  elected  member  of  Parliament  for  Dover  on  June 
19,  1826  in  the  Liberal  interest.  Before  he  had  reached  the  age  of  40, 
he  had  sat  in  Parliament  for  fifteen  years,  ten  as  M.P.  for  Man¬ 
chester,  had  been  a  minister  of  state  for  ten  years,  and  in  the  Cabinet 
for  five  years.  He  was  appointed  Governor  General  of  Canada  in 
1839,  and  raised  to  the  Peerage  as  Baron  Sydenham  August  18,  1841, 
and  died,  as  the  result  of  an  accident,  at  Alwington  House,  near 
Kingston,  Canada.  Greville  describes  him  as  of  “first  rate  capacity 
with  great  ability,  discrimination,  judgment,  firmness  and  dexterity.” 

The  appearance  at  the  Royal  Academy  of  1804  of  Lawrence’s 
group  of  Airs.  Thomson  and  child  must  have  greatly  added  to  his 
already  high  reputation  as  a  great  portrait  painter,  although  probably 
his  portraits  in  the  same  exhibition  of  the  famous  Mrs.  Siddons  and 
the  equally  celebrated  J.  P.  Kemble  proved  more  interesting  to  the 
general  public  to  whom  the  actress  and  actor  were  more  familiar 
figures  in  everyday  life.  The  years  1804-5  were  not  good  ones  for  the 
fine  arts,  and  in  the  excitement  of  wars  and  rumours  of  wars  abroad 
the  public  had  but  little  time  or  inclination  for  picture  exhibitions. 
Lawrence,  moreover,  was  intimately  involved  in  the  “delicate  Inves¬ 
tigation”  in  connection  with  the  Princess  of  Wales,  and  the  surprise 
is  that  the  artist  could  have  done  any  work  at  all,  much  less  painting 
some  of  his  finest  portraits.  The  group  of  Mrs.  C.  Thomson  and 
child  was  probably  only  just  finished  in  time  to  be  hung  at  the  exhibi¬ 
tion.  It  is  always  interesting  to  read  contemporary  notices  of  the 
early  exhibitions  at  the  Royal  Academy,  although  they  are  often 
more  quaint  than  illuminating.  For  reasons  already  indicated,  the 
academy  of  1804  was  not  favoured  with  much  notice  on  the  part  of 
the  newspapers  and  periodicals  of  the  day.  One,  however,  may  be 
found  in  the  Monthly  Mirror  of  1804,  with  (on  p.  292),  quite  a  lengthy 
notice  of  this  particular  group.  It  is  described  as  “the  best  female 
portrait  exhibited  by  this  artist.  No.  193  (Mrs.  Siddons)  excepted. 
The  head  well  treated  and  coloured.  The  boy’s  face,  by  a  singular 
dexterity  and  composition,  occupies  the  place  usually  assigned  to  the 
head  of  a  full-length.  The  whole  is  well  painted,  with  strength, 
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effect  and  good  colour.”  This  is  not,  perhaps,  particularly  brilliant 
as  art  criticism,  but  it  may  be  taken  as  symptomatic  of  the  general 
approval  with  which  the  grouj:)  of  Mrs.  Thomson  and  child  was 
regarded  in  1804.  The  portrait  of  Mrs.  Siddons  exhibited  at  the  same 
time  by  Lawrence  is  believed  to  be  the  whole  length  now  in  the 
London  National  Portrait  Gallery,  in  black  robe  and  coral  necklace, 
looking  over  “Paradise  Lost.” 


NEW  ENGLAND  SILVERSMITHS 

NEWS  ITEMS  GLEANED  FROM  BOSTON  NEWSPAPERS  (1704-I750) 

The  following  items  relating  to  silver  and  silversmiths  have  been 
collected  while  making  a  careful  examination  of  newspapers 
published  in  Boston  previous  to  1751,  viz. — Boston  Xeics-Letier  (1704- 
1750);  Boston  Gazette  (1720-1750):  New  England  Coiirant  (1721-1726); 
Boston  Evening  Post  (1730-1750). 

Is.VAC  An'THON'Y,  goldsmith,  at  Newport,  R.  I.  His  daughter  Mary  died  sud¬ 
denly  aged  20  years. — Boston  Gazette,  Mar.  21,28,  1737. 

- .Acsri.x.  Taken  out  of  a  House  in  (  ambridge,  a  siKer  C  an,  which 

holds  a  full  Ale  pint,  mark’d  at  the  Bottom  K^L  and  the  maker’s  Name  .Austin. 
.  — Boston  Gazette,  Aug.  14,  1750. 

I.  B.  .Advertisement  of  stolen  silver  (various  pieces)  having  the  following 
maker’s  marks,  \iz.  1  B;  1  (';  K  \\’;  R  S;  R  N — Boston  Xnos-Letter,  I'eb.  10  17, 
1706-7. 

1.  B.  I'aken  out  of  a  Cientleman’s  House  in  this  i'own,  on  the  281  h  ult.  .1 
Silver  Rep[)er  ('aster  fashioned  eight  scpiare,  mark’d  at  the  bottom  lH,\.  the 
Maker’s  Mark  r)n  the  side  1  B.  If  the  Person  siisiH-cted  or  any  other  I’erxm  will 
bring  it  to  the  Publisher  hereof,  shall  have  20  s.  Reward,  and  no  (jitestions  .i>k«:d. 
— Boston  Gazette,  S<4)t.  25  Oct.  2,  1738. 

I.  lii.owi:KS.  Lost  last  rintrsday  night,  .1  ('iol<l  riiinible  mark’d  M.  11. 
I.  Blowers.  Whoever  will  bring  it  to  the  Publish'T  of  this  P.iiht,  sh.dl  In- s.itislied 
without  any  Questions  ask’l,  if  offered  to  Ik-  [).iwn’d  or  sold,  tis  disire<l  it  may 
bestf)i)l.  Boston  Gazette,  Mar.  13/20,  1738. 


I.  Blowers.  Lost  or  stolen  out  of  a  House  in  Boston,  a  large  new  fashion’d 
Silver  Spoon  mark’d  R  R  L  the  maker’s  Name  I.  Blowers.  Twenty  shillings 
reward. — Boston  Gazette,  Dec.  23,  1746. 

James  Boyer,  jeweller,  of  Boston,  died  intestate  and  insolvent.  Advertise¬ 
ment  of  the  appointment  of  Commissioners. — Boston  Gazette,  July  13/20,  1741. 

S.  Burrill  was  the  maker  of  a  pint  silver  porringer  that  was  advertised  as 
lost  or  stolen. — Boston  Evening  Post,  Dec.  20,  1742. 

S.  Burrill,  see  also  R.  Greene. 

E.  C.  Advertisement  of  the  loss  of  a  pair  of  Gold  Buttons  marked  R.  G., 
the  maker’s  mark  E  C. — Boston  Evening  Post,  Dec.  22,  1746. 

R.  C.  Advertisement  of  the  loss  of  a  tankard,  maker’s  mark  R  C. — Boston 
News-Letter,  Oct.  21  /28,  1706. 

William  Cario.  By  applying  to  Mr  Cario,  Jeweller,  may  be  seen  a  Silver 
Spoon  that  was  taken  up  in  the  Street  about  three  weeks  ago  and  has  not  been 
advertised. — Boston  Gazette,  Mar.  7/14,  1737. 

William  Cario.  Notice  is  hereby  given,  that  William  Cario  is  removed 
from  his  late  dwelling  near  the  Rev.  Dr.  Colman’s  Meeting  House,  to  the  South 
End  of  the  Town  over  against  the  White  Swan,  where  all  sorts  of  Jeweller’s  work 
is  made  &  sold  after  the  best  and  newest  Manner,  likewise  fine  Sword  Blades, 
and  Canes  Sold  and  mounted  there. — Boston  Gazette,  Oct.  23/30,  1738. 

John  Coburn,  goldsmith,  at  the  head  of  the  Town  Dock,  advertised  that 
he  had  stopped  a  silver  spoon  supposed  to  have  been  stolen. — Boston  News-Letter, 
Nov.  2,  1750. 

John  Coney.  Advertisement  of  the  loss  of  “a  Fashionable  Silver  Spoon  of 
Mr.  Coney’s  make.  Crest  with  a  Talbotts  (or  Dog’s)  head  erased.” — New  England 
Journal,  Nov.  10,  1729. 

John  Cowell,  goldsmith,  at  the  South  End,  Boston,  advertised  for  sale 
“choice  good  Coffee.” — Boston  News-Letter,  July  11/18,  1728. 

William  Cowell,  goldsmith,  died  in  Boston,  Aug.  3,  1736,  aged  53  years. — 
Boston  News-Letter,  July  29 /Aug.  5,  1736. 

William  Cowell,  goldsmith,  at  the  South  End  of  Boston,  advertised  several 
pieces  of  silver  stopped  by  him  on  suspicion  of  having  been  stolen. — Boston  News- 
Letter,  Apr.  24/30,  1741. 

I.  D.  Advertisement  of  a  stolen  silver  tankard,  maker’s  mark  I  D. — Boston 
News-Letter,  Feb.  3/10,  1706-7. 

John  Dixwell.  Advertisement  of  stolen  silver  made  by  John  Dixwell  and 
Mr.  Dummer. — Boston  News-Letter,  Apr.  13/20,  1713. 

John  Dixwell.  Advertisement  of  the  loss  of  a  quart  Tankard  made  by  Mr. 
John  Dixwell,  marked  TSE  and  stolen  from  the  Crown  Coffee  House.  Reward  of 
five  pounds  oUered.—New-England  Courant,  Oct.  1/8,  1722. 
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T.  E.  Stolen  out  of  a  certain  House,  a  Silver  Spoon  with  a  Crest  Three  Pikes 
on  the  Handle,  with  the  Goldsmith’s  Mark  T  E.  Twenty  Shillings  Reward  for 
the  Discover^'. — Boston  Gazette,  Nov.  14  /21,  1737. 

John  Edwards,  goldsmith,  “a  Gentleman  of  a  very  fair  Character  and  well 
respected  by  all  that  knew  him,”  died  April  8,  1746,  aged  75  years. — Boston 
Evening  Post,  Apr.  14,  1746  {sup.). 

Samuel  Edwards,  goldsmith  in  Boston,  advertised  that  he  had  stopped  a 
large  silver  spoon  supposed  to  have  been  sto\en.—New-Englarid  Journal,  Nov.  6, 
1739- 

Thomas  Edw.\rds.  A  Large  Silver  Spoon,  sundry'  Tea  Spoons,  and  a  Silver 
Spur,  lately  offer’d  to  Sale,  suspected  to  be  Stolen,  have  been  Stop’d.  The  owner 
or  owners  thereof,  may  have  them  again  upon  telling  the  Marks,  and  paying  the 
Charge;  Inquire  of  Mr  Thomas  Edwards,  Goldsmith  in  Cornhill. — Boston  News- 
Letter,  Nov.  19,  1747. 

B*G.  A  silver  porringer  with  the  maker’s  mark  B*G,  adv'ertised  as  stolen  and 
forty  shillings  reward  offered. — Boston  News-Letter,  Feb.  3,  1742  /3. 

Joseph  Goldthwait,  goldsmith,  is  removed  from  Mr  Burril’s  shop,  to  the 
House  adjoining  to  the  Sign  of  the  Red  Lyon,  where  any  Gentleman  or  Woman 
may  be  supplied  with  any  sort  of  Pocket  Instrument  Cases  at  a  very  reasonable 
Kate.— Boston  News-Letter,  Apr.  15/22,  1731. 

John  Gray,  goldsmith,  was  in  possession  of  a  house  near  the  Old  South 
Meeting  House,  Boston,  advertised  to  be  sold  or  let. — Boston  News-Letter,  July 
15/22,  1717. 

R.  Greene.  Lost  or  stolen  two  Silver  Spoons,  on  one  is  Engrav’d  the  Crest 
of  a  Tyger’s  head  with  the  Maker’s  name,  R.  Greene,  at  length,  the  other  is 
mark’d  T.  B.  with  the  maker’s  name,  S.  Burril.  at  length,  etc. — Boston  News- 
Letter,  July  26 /Aug.  2,  1733. 

B.  H.  Advertisement  of  three  silver  spoons  lost  or  stolen,  maker’s  name 
B.  H. — New  England  Journal,  July  6,  1730. 

G.  H.  Stolen  out  of  a  House  in  Boston,  a  Silver  Can  that  will  hold  a  Wine 
quart,  mark’d  R  P  M  made  by  G  H.  Whoever  can  stop  the  said  Cann  and  will 
bring  it  to  the  Publisher  of  this  Paper,  shall  have  Forty  Shillings  Reward,  and  no 
Questions  asked. — Boston  Gazette,  Sept.  1/8,  1740. 

George  H.vnn.vh,  goldsmith,  at  his  House  at  the  Dock-Head,  Boston, 
adverti.sed  a  pocket  book  with  some  paper  Bills  in  it  that  he  liad  “stopt.” — ■ 
Bostoii  News-Letter,  July  li  18,  1720. 

J(JHN  Hastier,  goldsmith,  of  New  York  City,  was  ap|)r()ached  by  Samuel 
Flood  and  Joseph  Steel  and  asked  “if  he  could  engrave  a  Cop[H‘r  plate”  like  a  five 
shilling  .New  Ham[)slure  bill,  which  was  shown.  Hastier  replied  that  he  could 
aiul  was  ref|uested  to  do  so  and  be  ex{K‘ditious  about  it.  He  reported  the  cir¬ 
cumstances  to  a  Magistrate  and  the  intended  counterfeiters  were  arrested. 
Boston  Gazelle,  Mar.  \2l\f),  1739. 


Jacob  Hurd.  Lost,  a  New  Silver  Spoon,  mark’d  I.  L.  the  maker  John  {sic) 
Hurd.  Ten  Shillings  reward  and  no  Questions  ask’d. — Boston  Gazette,  Aug. 
2/9.  1731- 

Jacob  Hurd,  goldsmith,  at  the  south  side  of  the  Town  House,  Boston,  ad¬ 
vertised  a  reward  of  forty  shillings  for  the  return  of  a  string  of  gold  beads  of 
small  size,  with  a  heart  stone  locket. — Boston  News-Letter,  Sept.  21  /28,  1732. 

Jacob  Hurd,  silversmith,  his  large  and  new  house  in  Atkinson’s  Street  was 
struck  by  Lightning,  and  considerably  damag’d,  but  the  Lives  of  all  in  the 
Family  were  mercifully  preserved. — Boston  Gazette,  May  15I22,  1738. 

Jacob  Hurd.  Lost  or  Stolen  out  of  a  House  in  this  Town  on  Tuesday  last 
a  Silver  Spoon,  th?  Crest  a  Pelican  upon  a  Nest  feeding  her  Young,  the  maker’s 
Name,  1.  Hurd.  Whoever  brings  said  Spoon  to  the  Publisher,  shall  be  well  re¬ 
warded  and  no  Questions  ask’d. — Boston  Gazette,  Oct.  16/23,  1738- 

David  Jess,  goldsmith,  died  in  Boston,  Jan.  13,  1705-6. — Boston  News- 
Letter. 

Jeffery  Lang,  goldsmith,  of  Salem,  advertised  a  run  away  servant. — Boston 
Evening  Post,  June  10,  1745. 

Knight  Leverett.  A  new  silver  porringer  marked  with  the  maker’s  name 
K.  Leverett,  advertised  as  supposed  to  have  been  stolen. — Boston  News-Letter, 
Oct.  26 /Nov.  2,  1738. 

Obadiah  Mors,  goldsmith,  in  King  Street,  Boston,  advertised  the  theft  of 
twenty-three  large  silver  coat  Buttons,  and  eleven  ditto  for  a  Jacket,  marked 
Mors  on  the  back  side  of  each,  etc. — Boston  News-Letter,  Dec.  13/20,  1733. 

1.  N.  Advertisement  of  the  theft  of  a  silver  tankard,  with  a  coat  of  arms, 
“with  three  water  pouches  or  buckets,”  and  the  workman’s  mark  1.  N.  etc. — 
Boston  News-Letter,  Mar.  8/15,  1707-8. 

Paul  Revere,  goldsmith,  is  Removed  from  Capt.  Pitts,  at  the  Town  Dock, 
to  the  North  End  over  against  Col.  Hutchinson’s. — Boston  News-Letter,  May 
14/21,  1730. 

William  Rowse,  goldsmith,  died  in  Boston,  Jan.  20,  1704-5. — Boston  News- 
Letter. 

William  Simpkins,  goldsmith,  near  the  Draw  Bridge,  Boston,  advertised 
for  sale  the  library  of  the  late  Rev.  Robert  Stanton  of  Salem. — Boston  News- 
Letter,  June  20/27,  1728. 

William  Simpkins,  goldsmith,  of  Boston,  advertised  the  loss  of  a  piece  of 
silver  three  inches  broad,  i  /4  inch  thick  and  weighing  about  fourteen  ounces. — 
Boston  Evening  Post,  Jan.  27,  1746. 

Andrew  Tyler,  goldsmith,  died  in  Boston,  Aug.  12,  1741. — Boston  Gazette. 

Peter  Van  Dyke,  silversmith,  in  New  York  City,  The  sudden  death  of 
his  wife  mentioned. — New-En gland  Journal,  Feb.  4,  I733~4- 

E.  W.  Silver  stolen  from  the  house  of  Rev.  Joseph  Moss  of  Derby,  Conn., 
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had  the  following  maker’s  marks,  viz.  a  tankard,  E.  \V.;  one  handle  cup  in  the 
fashion  of  a  mug,  I.  D.;  spoons,  E.  \V.,  I.  D.;  and  L  X. — Boston  Gazette,  Aug. 
22/29,  1726. 

E.  \V.  Stolen  “a  silver  Panakin  with  the  Handle  broke  almost  off  in  the 
Socket,  marked  at  the  Bottom  either  with  E.  \V.  or  R.  G.”  Twenty  shillings 
reward. — N ew-Englayid  Journal,  Mar.  24,  1 740-1. 

E.  \V.  Dropt  from  a  Person’s  Sleeve  yesterday  a  Gold  Button,  the  Maker’s 
Name  E.  TP.  Any  Person  that  hath  found  it  is  desired  to  bring  the  same  to  the 
Printer  and  they  shall  be  rewarded  to  their  satisfaction.  If  offer’d  to  be  sold,  it’s 
desir’d  it  may  be  stop’d. — Boston  Gazette,  Mar.  2,  1742. 

Edw.\rd  Webr,  goldsmith,  of  Boston,  died  Oct.  21,  1718,  and  “ha\ing  no 
poor  friends  in  England  that  wanted,  and  getting  his  money  here,  he  bequeathed 
Two  Hundred  Pounds  .  .  .  for  the  use  of  the  poor  of  Boston.” — Boston  Nru'S- 

Letter,  Nov.  17  24,  1718. 

- Webb.  Silver  spoons  with  maker’s  marks  WEBB  and  COWELL 

were  advertised  as  stolen. — Boston  News-Letter,  Aug.  30  Sept.  6,  1739. 

Stephen  Winter,  jeweller,  at  the  South  End,  Boston,  advertised  siher 
spoons  supposed  to  have  been  stolen. — Nrw-England  Journal,  Jan.  27,  1740  1. 

Edw.vrd  Winslow,  goldsmith.  Advertisement  of. — Boston  Neios-Letter,  Oef 
I /8,  171 1 . 

W.  Wright.  Stolen  a  SiKer  Mugg,  the  Goldsmith’s  Name  W.  Wright. 
Reward  £3.  old  Tenor  and  no  Questions  ask’d. — Boston  Gazette,  Sept.  20,  1743. 

S.  Y.  .A.  silver  spoon  with  “a  Lyon  with  a  Flower  D’luce  in  his  paw”  engra\  ed 
on  the  shank,  and  near  the  bowl  stamped  two  letters  S.  Y.  was  advertised  as  lost 
or  stolen. — Boston  Gazette,  Feb.  21/28,  1725-6. 

Burying  Ring.  .A  Bur\'ing-Ring  marked  N.  Hubbard,  Esq;  Ob.  10,  Jan. 
1747-8.  /Et.  69,  lost  in  Boston.  The  person  who  has  found  the  same,  and  brings 
or  sends  it  to  the  Printer,  shall  be  well  rewarded. — Boston  Gazette,  Xo\'.  15,  1748. 

Church  Fl.\.c;go.ns.  On  Thursday  Night  last  was  lost  from  off  a  Horse  at 
Mrs  Brown’s  Door,  two  Flaggons,  one  mark’d.  The  Gift  of  the  Rre.  Mr.  Perley 
Howe  to  the  Church  of  Christ  in  Dudley,  1740.  riie  other,  The  Gift  of  William 
Carter  to  the  Church  of  Christ  in  Dudley.  Whoever  shall  take  them  up  and  bring 
them  to  the  FTinters  hereof,  shall  be  well  rewarded. — Boston  Gazette,  I'el).  2,  1742. 

CoRR.M.L.  The  Person  who  borrowed  a  Silver  Corrall  Engraved  about  I'liree 
\’ears  ago,  is  desired  to  return  it  from  where  it  was  borrowed.  Boston  Gazette, 
Sept.  18/25,  •727- 

Pope’s  Nkuit  Dis.vster.  Last  Monda\',  the  6th  Inst.mt,  .it  Niglit,  some  of 
the  Poj)e’s  Attendance  had  some  Sup|H‘r  as  well  .is  Money  gi\eii  ’em  .it  .1  House 
in  Town,  one  of  the  Company  hapinn’d  to  sw.illow  .1  SiKer  Spoon  witli  liis 
X'ictuals,  marked  lllS.  Whoever  it  was  is  desired  to  return  it  when  it  comes  to 
i  l.ind,  or  if  offer’d  to  any  Body  for  S.ile,  ’tis  desired  it  m.iy  be  stop’d,  .ind  Notice 
given  to  the  Printer. — Boston  Gazette,  Nov.  14,  174*). 


Punch  Bowl.  Newport,  May  5,  1738.  On  Wednesday  Night  last  was  taken 
out  of  the  House  of  Mr  Joseph  Wanton,  a  large  Silver  Punch  Bowl,  being  a 
present  from  the  Boston  Gentlemen  to  William  Wanton,  Esq.,  deceased,  whoever 
will  bring  said  Punch  Bowl  to  me  the  Subscriber  or  give  any  Intelligence  of  it, 
so  that  the  owner  may  have  it  again,  shall  have  Twenty  Pounds  Reward,  and  no 
Questions  asked,  and  if  said  Bowl  be  offered  to  Sale,  it  is  desired  it  may  be  stopt. 
George  Wanton. — Boston  Gazette,  May  18,  1738. 

Snuff  Box.  Lost  in  removing  Goods  in  the  late  Fire  at  the  Court  House, 
a  Silver  Snuff  Box  marked  Sa.  Butler,  a  Lyon  engrav’d  thereon,  any  Person  who 
will  bring  it  to  the  Owner,  or  to  the  Printer,  shall  have  20  s.  old  Tenor  Reward; 
and  if  offer’d  to  sell,  its  desir’d  it  may  be  stop’d. — Boston  Gazette,  Dec.  29,  1747 

Stay  Hook.  Taken  up  near  Gersham  Flagg's,  Glazier,  in  Boston,  a  Silver 
Stay  Hook,  with  5  Stones,  the  owner  may  have  it,  paying  Charges.  Inquire  at 
said  Flagg’s. — Boston  Gazette,  Oct.  3,  1749. 

Tankard.  Stollen  on  Saturday  the  4th  Currant,  from  Mrs  Susanna  Campbell 
Widow  in  Boston,  A  Silver  Tankard,  that  holds  about  two  Wine  Quarts,  has 
Sir  Robert  Robinson’s  Coat  of  Arms  engraven  on  the  fore-part  of  it,  wherein  are 
three  ships,  and  the  Motto  in  Latin.  Whoever  can  give  any  true  Intelligence  of 
the  same,  so  as  that  the  Owner  may  have  it  again,  shall  be  sufficiently  rewarded. 
— Boston  News-Letter,  Nov.  6/13,  1704. 


A  DRAWING  OF  THE  GOVERNOR’S  HOUSE  AT 
ST.  AUGUSTINE  IN  EAST  FLORIDA  IN  1764 


Hidden  away  in  a  portfolio  of  Maps  in  the  British  Museum  are 
five  coloured  drawings  of  places  in  Georgia  and  East  and  West 
Florida  by  an  unknown  artist  of  the  year  1764.^  The  drawings  are 
as  follows; 

View  of  Cockspur  Fort  at  the  entrance  of  the  Savannah  River, 
December,  1764. 

View  of  Tebee  Lighthouse,  Savannah  River,  at  the  same  date. 

View  of  a  cottage  on  the  Island  Massacre,  near  the  Mobile 
River  in  West  Florida,  in  October,  1764. 

View  from  the  governor’s  window  in  St.  Augustine  in  East  Florida, 
in  November,  1764. 

A  fifth  drawing  of  the  charming  architectural  view  of  the  gov¬ 
ernor’s  house  at  St.  Augustine,  from  which  the  fourth  drawing  was 

‘  Reference:  Maps,  K122.  86.  2.  a. 
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made  in  November,  1764,  is  reproduced  here.  Certain  features  in 
the  architecture  proclaim  the  house  as  Spanish,  though  the  portion 
with  the  gable  and  the  balcony  is  not  apparently  Spanish.  But 
there  can  be  no  doubt  that  the  house  was  built  during  the  period 
that  the  province  of  Florida  was  a  Spanish  Colony,  that  is  to  say 
before  the  year  1763,  when  the  province  passed  into  British  hands  in 
return  for  Havana  and  was  divided  into  East  and  West  Florida. 

The  last  British  governor  of  East  Florida  to  occupy  this  charming 
old  residence  was  Patrick  Tonyn  (1725-1804),  the  holder  of  that 
honourable  office  until  the  province  was  ceded  by  the  treaty  of  Paris 
to  its  former  occupiers,  the  Spanish,  in  1783.  Tonyn  is  remembered 
for  his  exertions  in  making  the  province  into  an  asylum  for  the  vast 
number  of  loyalist  refugees  from  Georgia  and  South  Carolina.  To 
his  great  sorrow  all  his  efforts  were  in  vain,  for  the  harrassed  loyalists 
were  compelled  to  seek  new  homes  in  the  Bahamas,  the  West  Indies 
and  elsewhere,  upon  the  cession  of  the  Floridas  to  Spain,  mainly 
because  religious  liberty  was  not  assured  to  them  by  the  Spaniards. 

Governor  Patrick  Tonyn’s  portrait  was  painted  by  Sir  Martin 
Shee  and  engraved  by  G.  Clint  in  the  year  of  his  death,  1804. 

Old  Spanish  houses,  such  as  the  one  illustrated,  appear  to  have 
been  fairly  common  in  St.  Augustine  before  the  Revolutionary  War. 
Captain  Thomas  Mackenzie,  of  the  Royal  Navy,  bought  in  1778  or 
1779  a  house  there  from  one  William  Watson,  a  loyalist,  which  was 
situated  on  the  river  at  a  place  called  “Society  Quarter”  and  which 
is  described  as  an  old  Spanish  house  with  stone  walls,  shingled. - 


’  I’ul)lic  Record  Oflire:  .\.  O.  fos.  I2f>-.V 


JOHN  HELD,  Jr. 


SALT  LAKE  CITY  has  a  fertile  soil  for  real  talent.  John 
Held,  Jr.,  was  born  there  and  studied  under  Mahonri  Young, 
a  native  of  the  same  section.  Held’s  work  is  salted  with  true  in¬ 
spiration.  The  World  War  took  him  out  of  his  art-career  in  April, 
1917  into  the  Naval  Intelligence  Service  where  he  remained  until 
July,  1918.  Stationed  after  the  war  in  Guatemala,  Honduras  and 
Nicaragua  he  sketched  in  water-colors  his  impressions  of  Central 
America.  He  also  knows  crisp  mountain  altitudes.  Like  Heine’s 
lyric  of  the  fir-tree  and  the  palm  his  brush  swings  from  the  chilly 
remote  North  to  the  sunsoaked  but  equally  solitary  South,  nor  does 
he  neglect  flat-lands — hot  level  tropic-sands  and  the  grey  dunes  of 
Long  Island. 

Now  in  the  back-country  of  Connecticut,  nine  miles  from  any¬ 
where,  he  is  living  in  a  quaint  studio-house,  surrounded  by  his 
models, — a  duck,  wild  as  the  one  which  entitles  Ibsen’s  Drama, 
swans,  rare  tropical  birds  and  an  exotic  white  goat.  He  is  making 
animal  casts  for  candle-holders,  book-ends  and  door-stops.  But  the 
medium  which  claims  his  serious  attention  is  water-colors. 

John  Held’s  water-color  work  has  vitality,  certainty  and  the 
austerity  colored  by  emotion  which  characterize  the  finer  type  of 
talent.  His  composition  is  original,  at  times  to  the  point  of  audacity. 
Pellucid  brilliancy  characterizes  the  atmosphere  of  his  remarkable 
group  of  Adirondack  scenes.  By  a  daring  manipulation  of  white 
paper  surfaces  he  makes  mountain  lakes  gleam  coldly.  One  feels 
the  nerve-bracing  quality  of  high  altitudes. 

Against  a  bleak  mountain-lake  and  sky  a  jagged  leafless  tree 
thrusts  itself  like  a  dagger,  a  thousand  gales  have  torn  it,  stripping 
it  of  grace  and  bloom,  its  twisted  roots  grip  the  rock  with  the  defiant 
strength  of  triumph  in  defeat.  Almost  equally  startling  is  his  sketch 
in  which  a  densely  foliaged  promontory  casts  profound  shadow  in 
the  mountain-lake  beneath  it;  to  the  left  the  white  paper  surface  is 
left  untouched  except  in  the  wake  of  a  little  steamboat.  The  capacity 
of  transparent  Northern  waters  for  pale  radiance  over  against  abysmal 
shadow  is  expressed  with  daring  felicity. 

A  sense  of  isolation  pervades  these  sketches:  it  is  strongly  felt 
in  one  where  two  hills  cradling  a  tall  pine  cast  in  the  pool  beneath 
a  reflection  like  a  triple-towered  black  fortress  which  contrasts  with 
white  paper  surfaces  broken  only  by  a  few  long  silver  ripples — 
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waters  immaculately  pure  with  an  icy,  ner\e  tingling  fillip.  Again 
he  leaves  the  lower  third  of  the  white  paper  untouched  except  where 
the  lake  is  pierced  by  a  spear-like  thrust  of  snaggy  land,  on  yonder 
side  greenclad  foothills  merge  into  bluish  mountain  forms.  He  clothes 
a  group  of  hills  with  richly  mingled  greens,  sharp  vivid  tones  singing 
against  the  deep  groundwork  of  the  pines. 

It  is  a  far  journey  from  these  bracing  altitudes  to  Held’s  aquarelles 
of  Central  America.  His  handling  of  the  stimulative  gleam  of  North¬ 
ern  atmosphere  contrasts  with  the  sensuousness  of  his  Southern 
scenes.  A  lush  mass  of  tropical  trees  and  shrubs  gi\'es  one  the  oppres¬ 
sive  feeling  of  hot  exuberant  growth.  In  another  sketch  a  Southern 
sea  leaps  upon  red  cliffs  making  their  polished  surfaces  glow  like 
the  walls  of  the  New  Jerusalem.  Unusual  In  composition  is  one  where 
on  an  island  surrounded  by  an  isolated  expanse  of  sea  and  sk\', 
wind  tossed  palms  beckon  despairingly  like  human  beings  cut  off 
from  help:  sk>'  and  foreground  effect  is  obtained  by  a  wise  economy. 
The  same  unerring  instinct  for  effect  is  differently  expressed  in  a 
Southern  grove  of  low  branching  trees  which  brood  purple  shadow 
and  lean  out  o\'er  hot  sleep>'  waters;  we  feel  the  lotos-laden  atmos¬ 
phere  lulling  the  will  into  ac(|uiescence  with  a  loneh'  fate. 

He  manages  fiat  surfaces  with  skill.  In  one  of  the  Central  Am¬ 
erican  sketches  a  purple-blue  sea  meets  a  wide  stretch  of  beach, 
above  them  a  cloudless  sky.  To  the  right  a  flight  of  birds  introduces 
a  l)eautiful  soaring  line  into  \ast  monotony.  Another  scene,  all  in 
gre>'-green  tones,  of  fiat  Long  Island  countr>’  is  accented  only  by 
a  few  shacks  and  telegraj)!!  poles:  yet  such  le\'el  unbroken  dunes 
have  a  romance  of  their  own- -far  reaches  of  vision  unbroken  by 
obstructing  forms. 

Mr.  Held  uses  the  full  transparent  washes  and  the  direct  method 
characteristic  of  the  best  water-color  men.  He  gi\’es  a  rich  bloom 
to  dense  foliage  and  shadows;  by  an  inspirational  use  of  white  paper 
spaces  he  kc‘>s  his  work  in  high  sil\er\'  tones.  His  expression  has 
the  ine\  itableness  of  instinctixe  talent  which  arrixes  at  tlu'  first 
stroke  like  a  skilled  sxvordsman’s  thrust,  thus  axoiding  tlu*  muddi¬ 
ness  ()(  mulled  ox'er  im|)ressions.  Ills  color  is  api)lied  in  “transparent 
blots”  just  as  the  masters  in  aciuarelle  haxi*  alwax’s  applied  it  and 
each  blot  is  a  flower  of  creatix’e  imagination.  His  sketehrs  are  an 
emotional  ri-cord  yet  free  from  oxi‘rem|)hasis  or  ox  iM'elaboration. 
His  com|H)sIt ion  is  not  k-ss  well  balanced  bec.uis»‘  it  i'>  unusual. 
Ills  foliage  masses  haxc  riihness  but  no  redundance.  Me  athii-xes 
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the  purity  of  light  without  thinness.  He  makes  shadows  atmospheric, 
neutral  tones  significant  and  gradations  convincing.  His  line  is 
crisp  and  true.  His  work  rests  on  the  foundation  of  good  draughts¬ 
manship. 

He  has  a  preference  for  lonely  scenes  with  very  little  that  suggests 
human  or  animal  life;  few  incidents  of  any  sort  are  introduced — 
these  few  do  not  detract  from  the  solitary  impression.  He  is  inspired 
rather  than  repelled  by  isolation.  Even  in  one  of  his  sketches  which 
is  tinged  with  the  gayety  of  human  life  and  traffic  we  feel  man  in¬ 
vading  nature  but  not  making  her  his  own.  The  pallid  lake  and  sky 
hold  a  few  vague  shadows:  stinging  bits  of  color  are  introduced  by 
the  lake  craft — russet,  intense  blue  and  peagreen.  Here  and  there 
a  tiny  boat  poises  atilt  like  a  vivid  butterfly,  and  the  steamer  moored 
to  the  little  wharf  is  colorful  as  a  bright-plumed  bird.  The  scene  has 
the  delicate  vitality  of  creation  fresh  and  unsullied:  man’s  audacity 
has  penetrated  but  not  conquered  austere  seclusion.  In  this  sketch 
as  in  his  others  the  artist  has  not  used  nature  as  a  tool  to  express 
eccentricity  or  personal  creed,  but  Nature  has  gripped  him,  using 
him  as  an  outlet  for  the  impetuous  surge  of  her  pure  essence.  Mr. 
Held’s  sketches  seem  to  be  the  fragmentary  records  of  a  spontaneous 
talent  which  has  invaded  a  mind  temporarily  directed  into  alien 
pursuits,  but  bound  inevitably  to  follow  the  main  channel  of  an 
inborn  vocation. 
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EXHIBITIONS 

American*  Portr.\it  Painters,  Early 

One  of  the  most  interesting  of  the  group  of  twenty-one  portraits  by  the 
early  native  painters  shown  at  the  Union  League  Club  in  New  York  during 
November  was  the  earliest  of  them  all,  Pieter  Vanderlyn’s  Johannes  Van 
X'echten.  Thomas  Hicks’s  Stephen  Foster  (composer  of  “Old  Black  Joe” 
and  other  popular  songs)  was  a  creditable  work  and  Francis  Alexander’s 
contribution,  Sarah  Blake  Sturgis,  presented  an  intriguing  personality, 
though  as  painting  the  portrait  lacked  distinction.  Gilbert  Stuart’s  youthful 
portrait  of  James  Patton  Preston  (Governor  of  Virginia  in  the  early  tSoo’s) 
and  Copley’s  Jeremiah  Taylor,  both  superb  examples,  divided  the  honors 
and  were  the  outstanding  features  of  the  occasion.  There  was  a  good  Eliab 
Metcalf,  whose  works  are  rarely  seen,  and  two  huge,  disappointing  Benjamin 
Wests’  to  make  one  mar\el  anew  at  the  unreliability  of  contemporaty  esti¬ 
mates  of  art  save  in  very  rare  instances. 

E.vglish  Portraits  of  the  Eighteenth  Century 

The  English  portraits  shown  at  the  end  of  the  year  in  the  rooms  of  Arthur 
Tooth  &  Sons  included  the  smaller  “three-quarter”  length  Karl  I'ricdrich 
•Abel  mentioned  by  Mr.  W.  Roberts  in  his  article  in  the  last  number  of  this 
magazine  on  the  “full-length”  belonging  to  Mr.  (icorge  Gould.  Some  of  the 
less  sought  after  artists  were  represented  by  unusually  tine  works  like  the 
small  Opie,  Hoare’s  excellent  self-portrait  and  Northcote’s  companion  pic¬ 
tures  of  the  Lock  boys  from  the  collection  of  the  late  Sir  Hugh  Lane. 

Modern  .American  a.vd  Ixropean  Painti.nc.s 

I'he  collection  of  .American  and  ICuropean  paintings  and  scul|)ture  shown 
by  Mr.  Kraushaar  during  December  ranged  from  Puvis  de  Cluuamies  to 
C.uy  dll  Bois.  I'he  small  ('ourbet  landscape,  John  Sloan’s  Wake  of  the  I'err\ 
and  ('arriere’s  Child  with  (  herries  were  noticeable  among  the  pictures,  almost 
all  of  which  had  something  of  charm  or  distinction  to  recommend  them.  hixeejU 
for  Ryder’s  W  hite  Horse,  none  of  the  paintings  by  our  n.iti\e  artists  wine 
really  on  a  jiarallel  with  those  of  the  I  renchmen-  ne\  ei  t heless  they  did  not 
sulTer  greatly  from  the  inevitable  coinparisi  ns. 


Murphy,  J.  Fr.\xcis 

The  Retrospective  exhibition  of  the  works  in  pencil,  water-color  and  oils 
of  the  late  J.  Francis  Murphy  held  at  the  Salmagundi  Club  during  November 
last  afforded  an  admirable  opportunity  for  viewing  the  development  of  his 
style.  From  the  first  oil  painting  of  1870  to  the  “Afternoon”  of  ’79  he  had 
already  progressed  a  long  way  toward  that  final  synthesis  of  sensitive  expres¬ 
sion  that  one  encounters  always  in  his  later  canvases,  like  the  “Recollection” 
of  1921.  The  “Upland  Pasture — Early  Morning,”  painted  and  first  shown  in 
1911  at  the  National  Academy,  was  perhaps  as  fine  as  any  of  the  pictures 
hung.  Another  canvas  almost  magically  truthful  in  feeling,  the  “Summer 
Morning,”  proved  how  skilfully  and  how  successfully  he  could  use  tone 
and  values  so  as  to  get  the  very  essence  of  the  hour  or  the  moment  in  a 
picture. 

The  Memorial  exhibition  of  his  paintings  at  the  Lotos  Club  brought  to¬ 
gether  a  very  representative  showing  of  works  of  the  various  periods.  There 
were  several  early  pictures  showing  the  influence  of  the  Barbizon  school  and 
of  Inness,  a  number  of  works  of  the  ’90’s  in  which  he  used  color  more  fully, 
and  a  really  impressive  gathering  of  the  later  tonal  works,  delicate  in  color, 
light  in  key  and  fine  in  feeling.  Sensitiveness  and  sincerity  are  the  qualities 
that  distinguish  Murphy  as  a  painter.  He  was  neither  a  great  draughtsman, 
colorist  nor  a  very  original  landscapist,  but  within  his  definite  limitations 
he  was,  nevertheless,  a  great  deal  of  a  master. 

New  Society  of  Artists 

The  third  exhibition  of  the  New  Society  of  Artists  at  the  Wildenstein 
Galleries  from  November  15th  to  December  15th  last  was  quite  up  to  the 
standard  of  those  of  1919  and  1920.  Perhaps  the  most  notable  single  group 
was  that  of  Reynolds  Beal’s  marines — of  which  the  large  “oil”  called  Southern 
Seas  was  one  of  the  surprises  of  the  show.  Guy  Pene  Du  Bois,  Ernest  Lawson, 
Leon  Kroll  and  George  Bellows  were  represented  by  works  of  uncommon 
interest;  Childe  Hassam  by  a  group  of  his  characteristic  “nudes,”  rather  the 
less  appealing  aesthetically  because  of  the  emphasis  upon  intriguing  color 
instead  of  unstudied  pose  and  vital  design.  Andrew  O’Connor  contributed 
a  highly  satisfactory  miniature  bronze  figure  of  Commodore  Barry;  Maurice 
Sterne  several  of  his  vigorous  studies  of  primitive  people. 

Sargent,  John  S. 

During  December  last  there  was  a  small  collection  of  recent  water-colors 
of  patent  distinction  by  John  S.  Sargent  shown  at  Messrs.  Scott  &  Fowles, 
mostly  of  scenes  in  the  Simplon  and  Corfu.  One  of  the  most  attractive  was 
an  atmospheric  study  of  the  cloud-capped  peaks  of  the  Simplon;  another 
delightful  example  showed  a  group  of  Olive  Trees  beside  a  stretch  of  water  in 
Corfu,  a  sensitive  yet  vigorous  drawing  of  intriguing  tree-forms.  Mr.  Sargent 
ably  continues  the  notable  line  of  great  American  water-colorists  which 
includes  such  masters  as  Wmslow  Homer  and  John  LaFarge. 
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NEW  ART  BOOKS 


Art  and  Artists  of  Indiana.  By  Marv  Q.  Burnet.  Illustrated.  8vo.  The  Cen¬ 
tury’  Co.,  New  York.  1921 

The  most  interesting  chapters  of  Miss  Burnet’s  book  are  devoted  to  the 
itinerant  and  early  artists  of  Indiana,  including  a  history  of  the  pioneer 
school  of  art  at  New  Harmony  founded  by  William  Maclure  about  1820. 
The  early  painters  were  naturally  all  of  foreign  birth,  including  Charles  A. 
Lesueur,  a  portraitist  of  considerable  ability,  and  George  Winter,  whose  Indian 
subjects  and  other  works  in  genre  are  of  real  merit.  Jacob  Cox,  Peter  Fisher 
Reed,  John  Love  and  Barton  S.  Hays  should  also  be  noted  among  the  pioneers. 
William  M.  Chase  was  the  best  of  the  later  Indiana  school.  The  contem¬ 
poraries  of  note  include  Daniel  Garber,  J.  E.  Bundy,  Glen  C.  Henshaw  and 
Wayman  Adams. 

Miss  Burnet’s  volume  is  an  exhaustive  and  commendable  work  of  its  kind 
and  can  be  safely  recommended  to  all  who  are  interested  in  the  subject. 

Adventures  i.n  the  Arts.  By  Marsden  Hartley.  i2mo.  Boni  &  Liveright. 

New  York.  1921. 

Such  discoveries  of  art  in  the  exhibitions  of  gymnasts,  circus  perfonners, 
our  native  Indians  and  music-hall  favorites  as  one  makes  in  Mr.  Hartley’s 
book  of  suggestive  essays  are  a  pleasure  such  as  no  healthy  mortal  can  afford 
to  miss  in  these  gray  days.  His  studies  of  our  painters  are  brightly  colored 
with  a  youthful  enthusiasm  which  one  may  well  envy,  though  his  appraisal 
of  the  merits  of  some  of  his  favorites  may  seem  exaggerated.  Among  American 
artists  he  admires  A.  P.  Ryder,  Winslow  Homer,  George  Fuller,  Homer 
Martin  and  John  Twachtman.  The  little  he  has  to  say  of  Inness  is  enough 
to  acquaint  one  with  the  reasons  why  he  questions  the  greatness  of  the  popular 
“master”  of  .American  landscape. 

Benedetto  and  Santi  Buglioni.  By  .Allan  Marquand.  Illustrated.  Cr.  8vo. 

Princeton  University  Press.  Princeton,  N.  J.  1921. 

This  comprehensive  catalogue  of  the  glazed  terra-cottas  of  the  Buglioni-  - 
a  result  of  the  research  carried  on  in  connection  with  Prof.  Maniuand’s 
able  volumes  devoted  to  the  works  of  the  della  Robbia  family — helps  to  thin 
out  the  great  number  of  these  channing  products  of  sixteenth  century  Italian 
sculpture  as  yet  unassigned  to  any  particular  hand  or  studio.  It  is  a  study 
as  important  for  the  scholar  and  the  student  as  the  author’s  earlier  volumes 
flevoted  to  the  della  Robbias,  which  are  models  of  accuracy  and  invaluable 
to  all  who  Wf)uld  exhaust  the  [iresent  knowledge  of  the  subject. 

.Modern  Tende.ncies  in  Scui.rniRE.  By  Lorado  Taft.  Illustrated.  8vo.  Uni¬ 
versity  of  (  hicago  Press.  Uhicago.  i()2i. 

I•f)r  a  brief  though  comprehensive  summary  of  the  subject  this  volunu' 
may  be  recommended  to  the  general  reader,  who  reipiires  infonnation  r.ither 


than  criticism  and  wants  to  know  of  the  tendencies  and  developments  that 
have  come  about  in  sculpture  during  the  past  fifty  years  or  more.  Over  four 
hundred  thumbnail  reproductions  illustrate  the  text.  Such  diminutive  reduc¬ 
tions  do  not  serve  their  purpose  very  well  and  a  quarter  the  number  repro¬ 
duced  in  full  page  would  have  been  a  great  improvement.  One  no  more  needs 
illustrations  of  fifty  of  Rodin’s  works  to  realize  the  greatness  of  his  genius 
than  to  discover  his  weakness:  one  or  two  masterpieces  and  a  couple  of  failures 
would  suffice. 

Pots  and  Pans,  or  Studies  in  Still-Life  Painting.  By  Arthur  Edwin  Bye. 

Illustrated.  8vo.  Princeton  University  Press.  1921 

A  work  upon  a  subject  heretofore  seemingly  neglected  by  critics  of  painting. 
Prof.  Bye  is  most  interesting  in  the  chapters  devoted  to  the  works  of  the  old 
masters.  His  estimate  of  a  number  of  the  later  artists  is  somewhat  exaggerated 
and  the  volume  suffers  thereby.  It  is,  however,  a  commendable  excursion  in  a 
curiously  interesting  field  and  should  be  welcomed  by  all  students  of  pictorial 
art. 

Robert  Henri;  His  Life  and  Works.  Edited  by  William  Yarrow  and  Louis 
Bouche.  Illustrated.  Folio.  Boni  &  Liveright.  New  York.  1921. 

The  portraits  and  figure  pictures  of  Mr.  Henri  are  reproduced  in  sufficient 
number  in  this  formidable  folio  to  exhibit  fully  the  force  and  facility  with 
which  he  handles  his  brush — as  well  as  the  skill  with  which  he  incorporates 
in  a  face  or  a  figure  sufficient  individuality  to  give  it  life.  His  people  are  no 
more  painted  images  than  they  are  heroic  creations.  They  more  nearly 
approximate  “folks”  as  we  see  them  on  Main  Street — babies,  kids,  flappers, 
youths  and  young  ladies  and  old  men  and  women.  The  pictures  are  good 
enough  to  make  one  regret  that  Mr.  Henri  did  not  write  the  “Introduction” 
to  them. 

The  Graphic  Arts.  By  Joseph  Pennell.  Illustrated.  8vo.  University  of  Chicago 

Press.  Chicago,  Ill.  1921. 

According  to  the  author  of  this  volume  “This,  however,  is  true  of  all  Ameri¬ 
can  art;  we  as  a  nation  have  nothing  to  say”  and  “the  business  man  and  the 
ad  man  have  art  by  the  throat;  they  know  nothing  of  art.”  He  adds  that 
“Critics  of  art  in  this  country  are  still  more  ignorant,  mostly,  and  we  have  no 
standards  of  arts  or  morals.”  However,  speaking  of  etchers,  he  adds  “And 
now  I  come  to  the  biggest  man  of  all.  (Exit  Rembrandt.)  And  that  man 
was  J.  A.  McNeill  Whistler.  He  was  trained  thoroughly  and  carefully  and 
accurately  .  .  .in  the  best  schools  that  we  have  in  the  LInited  States.” 

As  a  course  of  lectures  for  an  Art  Institute  we  know  of  none  to  compare  with 
these — as  an  example  of  what  should  be  avoided. 
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STATEMENT  OF  THE  OWNERSHIP,  MANAGEMENT,  CIRCULATION,  ETC. 
REQUIRED  BY  THE  ACT  OF  CONGRESS  OF  AUGUST  24,  1912. 


Of  Art  IN  America  published  bi-monthly  at  New  York,  N.  Y.,  for  October  i,  1921. 

State  of  New  York  Ua 
County  of  New  York/”’ 

Before  me.  a  Notary  Public  in  and  for  the  State  and  county  aforesaid,  personally  appeared  Frederic 
Fairchild  Sherman,  who.  having  been  duly  sworn  according  to  law,  deposes  and  says  that  he  is  the  Publisher 
of  Art  in  America  and  that  the  following  is,  to  the  best  of  his  knowledge  and  belief,  a  true  statement  of  the 
ownership,  management,  etc.,  of  the  aforesaid  publication  for  the  date  shown  in  the  above  caption,  required 
by  the  Act  of  August  24,  1912,  embodied  in  section  443,  Postal  Laws  and  Regulations,  to  wit: 

1.  That  the  names  and  addresses  of  the  publisher,  editor,  managing  editor,  and  business  manager  are: 

Name  of —  Post  office  address — 

Publisher,  Frederic  Fairchild  Sherman,  8  West  47th  Street,  New  York,  N.  Y. 

Editor.  Frederic  Fairchild  Sherman,  8  West  47th  Street,  New  York,  N.  Y. 

Managing  Editor:  none. 

Business  Manager:  none. 

2.  That  the  owner  is  Frederic  Fairchild  Sherman,  8  West  47th  Street,  New  York,  N.  Y. 

3.  That  the  known  bondholders,  mortgagees,  and  other  security  holders  owning  or  holding  i  per  cent  or 
more  of  total  amount  of  bonds,  mortgages,  or  other  securities  are:  None. 

4.  That  the  two  paragraphs  next  above,  giving  the  names  of  the  owners,  stockholders,  and  security 
holders,  if  any.  contain  not  only  the  list  of  stockholders  and  security  holders  as  they  appear  upon  the  books 
of  the  company  but  also,  in  cases  where  the  stockholder  or  security  holder  appears  upon  the  books  of  the  com¬ 
pany  as  trustee  or  in  any  other  fiduciary  relation,  the  name  of  the  person  or  corporation  for  whom  such  trustee 
is  acting,  is  given;  also  that  the  said  two  paragraphs  contain  statements  embracing  affiant's  full  knowledge 
and  belief  as  to  the  circumstances  and  conditions  under  which  stockholders  and  security  holders  who  do  not 
appear  upon  the  books  of  the  company  as  trustees,  hold  stock  and  securities  in  a  capacity  other  than  that  of  a 
bona  fide  owner;  and  this  affiant  has  no  reason  to  believe  that  any  other  person,  association,  or  corporation 
has  any  interest  direct  or  indirect  in  the  said  stock,  bonds,  or  other  securities  than  as  so  stated  by  him. 

Frederic  Fairchild  Sherman,  Publisher. 

Sworn  to  and  subscribed  before  me  this  29th  day  of  SeDtember,  1921. 

Joseph  Hoff 

Notary  Public.  New  York  County,  N.  Y.,  No.  i. 

(My  commission  expires  March  30,  1923.) 
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Fig.  I.  Fig.  2.  Fig.  7.  Two  Crowned  Figures  from  Parthen.vy  in  Poitou. 

King  of  Jud.\h.  Berry  School.  About  1150- 1170  Second  h.\lf  of  Twelfth  Century 

Metropolitan  Museum  of  Art,  New  York  Collection  of  Mrs.  J.  L.  Gardner,  Boston.  Copyrighted  photograph  by  Thos.  E.  Marr 
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TWELFTH  CENTURY  FRENCH  SCULPTURE 

IN  AMERICA 

AKING  into  consideration  the  rarity  of 
available  twelfth  century  French  sculpture 
— excepting  capitals — it  is  amazing  how  man>' 
important  specimens  we  find  in  American 
public  galleries  and  pri\'ate  collections  and 
I  gladly  accept  the  kind  permission  granted 
to  me  to  publish  some  of  them. 

It  is  not  an  easy  task  to  attempt  to  j'llace 
different  works  belonging  to  this  great  movement,  in  their  right 
school,  nor  even  to  compare  them  to  those  works  which  are  still 
to  be  found  in  their  original  position,  for  books  on  the  subject, 
illustrating  also  the  products  of  minor  value,  do  not  exist,  and  in 
making  the  following  allocations  1  have  often  to  trust  to  notes  taken 
during  many  excursions  through  the  lesser  known  corners  of  I'rance. 

'I'he  most  imiiortant  piece  which  1  shall  here  mention  is  in 
the  Metropolitan  Museum  of  Art  and  aiipeari'd  in  the  Bulletin  of 
this  Museum  of  March  1921.  It  was  finite  rightU'  classified  as  Ix'ing 
a  King  of  Judah,  I'rench,  middle  f)f  the 'rwelflh  ( 'ciitury  and  of  ciYursf* 

Copyright,  I'jii,  F-'ri-deric  B.iirclilUl  Slu-rman 
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was  compared  with  some  of  the  statues  of  the  Cathedral  of  Chartres 
(Figs.  I  and  2).  Although  Chartres  undoubtedly  possesses  the  most 
beautiful  and  most  important  examples  of  this  art,  it  is  by  no  means 
the  only  place  where  it  is  to  be  found ;  on  the  contrary,  works  of  this 
school  are  spread  throughout  Central  France.  In  the  He  de  France 
they  were  known  to  exist  in  Paris  at  the  churches  of  Notre  Dame,  St. 
Germain  and  Ste.  Genevieve,  and  in  more  abundance  at  the  Abbey 
of  St.  Denis;  important  products  are  still  visible  at  Provins,  Etampes, 
and  St.  Loup  de  Naud,  while  two  statues  have  been  brought  from 
Corbeil  to  St.  Denis.  In  Champagne,  Chalons-sur-Marne  still  con¬ 
serves  some  remnants  of  this  art,  while  what  once  existed  at  Nelse 
has  been  destroyed.  Going  south  we  find  traces  of  it  in  the  Orleanais 
besides  at  Chartres,  at  Chateaudun,  Avallon,  and  Vermenton, 
while  still  further  in  Berry  are  the  important  sculptures  of  Bourges 
and  nearby  those  of  Vraux.  Continuing  in  the  same  direction  we 
find  Nevers  possesses  some  fragments  at  the  church  of  St.  Genest 
but  has  lost  those  once  decorating  St.  Pierre;  further  evidence  of 
the  activity  of  this  school  is  to  be  found  at  Germigny  while  what 
once  existed  at  St.  Pourcain  has  disappeared.  To  the  west  more 
products  of  the  same  school  may  be  seen  at  Le  Mans,  Angers  and 
Loches  en  Touraine.^ 

This  enumeration  proves  to  us  that  of  all  the  identified  schools 
of  sculpture  existing  during  the  Twelfth  Century  in  France,  this 
was  the  most  extensive  and  I  think  that  we  are  justified  in  calling 
it  the  school  of  the  He  de  France. 

What  the  real  origin  of  this  school  is,  need  not  be  discussed 
here;  the  problem  is  somewhat  complex  and  the  facts  which  we 
have  at  our  disposal  very  vague.  First  of  all,  hardly  any  of  these 
works  can  be  dated  with  certainty  or  precision  and  so  many  are 
lost  to  us  that  we  are  reduced  to  working  on  hypotheses. 

This  uncertainty  gave  scope  to  the  controversy  between  Dr. 
Wilhelm  Voge  who  thought  that  Arles  was  the  centre  from  which 
this  art  radiated,  and  MM.  Andre  Michel  and  de  Lasteyrie  who^ 
for  chronological  and  stylistic  reasons,  believe  this  to  be  impossible. 
If  one  of  the  two  centres  copied  the  other,  it  was  surely  the  master 
of  Arles  who  imitated  the  far  greater  sculptor  who  worked  at  Chartres 
and  not  the  contrary;  besides  I  find  there  is  sufficient  difference 
between  the  two  groups  not  to  admit  a  direct  influence  from  one 

Somewhat  later  works  of  the  same  school  existed  even  as  far  away  from  their  centre  as. 
Abondance  in  Haute  Savoie  and  Chateau-Chalons  (Jura);  this  latter  work  has  disappeared. 
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to  the  other;  no  trace  can  be  discovered  in  the  works  of  Arles  of 
the  elongated  proportions  which  form  the  quintessence  of  the  art 
of  Chartres. 

Again  it  seems  more  likely  that  Paris  with  St.  Denis,  rather 
than  Chartres,  was  the  real  cradle  of  this  art  which  may  be  said 
to  be  a  gallic  adaptation  of  byzantine  forms,  and  if  we  admit  that, 
when  in  1140  the  Abbot  Suger  of  St.  Denis  had  a  portal  made  for 
his  sanctuary,  he  at  the  same  time  had  it  decorated  with  sculpture, 
we  have  here  one  of  the  earliest  dates  in  connection  with  the  school 
of  the  He  de  France.  This  again  makes  it  possible  that  the  sculpture 
at  Le  Mans  was  e.xecuted  in  1 137 — as  has  sometimes  been  admitted — 
and  the  earliest  decoration  of  the  Cathedral  of  Chartres  between 
1 145  and  1160. 

In  the  works  still  existing  which  I  have  enumerated,  there  is 
sufficient  variation  to  allow  us  to  eliminate  a  good  numl)er 
in  tr>’ing  to  discover  something  more  about  the  probable  origin  of 
the  King  of  Judah  of  the  Metropolitan  Museum.  No  sculpture 
either  at  Paris  or  at  St.  Denis,  so  far  as  we  can  rely  on  the  old  en¬ 
gravings  which  show  them  to  us,  seems  to  ha\'e  had  special  points 
in  common  with  this  piece;  the  two  well  known  statues  brought 
from  Corbeil  to  St.  Denis  show  a  closer  connection  but  here  again 
the  proportions  and  the  folds  are  somewhat  broader.  It  is  different 
when  we  compare  our  statue  with  the  magnificent  works  of  the 
Royal  Portal  at  Chartres;  the  forms  here,  as  well  as  in  some  of  those 
on  the  church  of  St.  Ayoul  at  Pro\  ins,  and  the  cathedral  of  Le  Mans, 
are  more  elongated,  the  waist  is  placed  higher  and  the  lines  show 
altogether  less  shape.  Searching  for  the  clement  which  gi\'es  to 
the  sculpture  of  the  Metropolitan  Museum  a  certain  gracefulness 
lacking  in  the  statues  of  Chartres,  we  disco\er  that  the  \'ertical 
outline  forms  a  slight  cur\e  starting  at  the  shouU'ers,  broadest  at 
the  elbows,  narrowest  about  the  knees  and  again  broadening  slightly 
f)Ut  towards  the  feet.  I'his  not  unimportant  detail  ma\’  bi'  obserxed 
in  one  of  the  figures  of  the  right  lateral  portal  ol  ('hartres  but  this 
statue,  on  account  of  other  elements,  belongs  to  a  somewhat  dil- 
ferent  group,  d'he  works  in  which  we  mei-t  this  cur\e,  combiiu'd 
with  the  proportions  and  the  same  treatnuMit  of  folds  as  in  tlu* 
King  of  Judah  of  New  ^k)rk,  are  those  which  di'corate  the  South 
portal  of  the  ('athedral  of  Pourges  and  tin*  sad  remains  around 
the  west  door  of  the  Collegiale  of  Loc  lies  in  rouraine,  near  the 
frontier  of  the  duchy  of  Perr\-  of  whic  h  Pourges  was  the  c  apital. 

<} 


As  soon  as  we  find  a  possible  comparison  we  at  once  notice  other 
details  which  the  sculpture  of  the  Metropolitan  Museum  has  in 
common  with  those  of  Bourges  and  Loches.  First  of  all  let  us  men¬ 
tion  the  marked  refinement  in  the  execution  of  details  in  which 
they  surpass  those  of  Chartres  and,  going  together  with  this,  the 
taste  for  ornamentation  such  as  the  design  which  in  our  sculpture 
decorates  the  edge  of  the  nimbus,  the  border  of  the  robe  at  the 
throat,  the  sleeves  and  the  shoes,  details  which  we  find  back  at 
Bourges  and  which  are  here  and  there  preserved  at  Loches,  where 
in  the  statue  to  the  left  of  the  door  we  observe  the  ends  of  the  waist 
belt  falling  below  the  knees  in  a  similar  manner  as  in  the  sculpture 
of  New  York.  A  third  work,  although  not  possessing  the  undulating 
outline,  must  be  mentioned  here  on  account  of  other  points  of  cor¬ 
respondence;  it  is  to  be  found  at  the  entrance  of  the  parish  church 
at  St.  Loup  de  Naud.  Here  we  observe  that  the  robe  at  the  neck 
is  identical  with  that  of  our  sculpture,  the  proportions  similar  as 
well  as  the  height  of  the  waist  line  and  treatment  of  the  hair;  there 
certainly  exists  a  special  link  between  this  sculpture,  those  at  Bourges 
and  Loches  and  the  one  of  the  Metropolitan  Museum. 

It  is  well  known  that  the  artists  to  whom  we  owe  the  orna¬ 
mentation  of  the  cathedrals  were  ambulant,  active  first  here,  then 
there  and  consequently  the  locality  where  we  find  a  work  in  which 
certain  characteristics  may  be  observed,  need  not  always  be  con¬ 
sidered  a  special  site  for  these  particularities.  However,  it  seems 
more  than  probable  that  our  King  of  Judah  was  executed  in  the 
duchy  of  Berry,  a  country  important  enough  to  possess  a  school 
with  its  own  types,"  and  this  seems  all  the  more  likely  as  we  find 
two  examples  of  these  characteristic  factors  near  each  other.  Be¬ 
sides  this  statue  of  St.  Loup  de  Naud,  which  so  strongly  resembles 
ours,  seems  to  be  an  adaptation  of  the  Berry  style  rather  than  of 
that  of  Chartres  of  which,  however,  we  find  an  important  work  at 
Brovins,  only  a  few  miles  distant.  It  should  still  be  mentioned  that 
the  sculptures  of  Loches  were  no  doubt  executed  between  1150  and 
1168,  a  period  during  which  important  architectural  changes  were 
made  to  this  church.  The  statue  of  the  Metropolitan  Museum 
might  be  of  this  date  while  those  at  Bourges,  on  account  of  a  slightly 
freer  treatment,  may  be  dated  a  few  years  later. 

Apart  from  its  superior  quality  and  finer  execution  a  very  curious 

^  Works  influenced  by  the  statues  of  the  Cathedral  of  Bourges  may  be  found  in  the  Museum 
of  Bourges,  on  the  West  portal  of  Vraux  nearby,  and  according  to  Voge  the  sculpture  at  Ger- 
migny  south  of  Nevers  and  at  Abondance  in  Savoy  also  show  some  connection  with  them. 
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piece — St.  Peter  holding  the  key — recently  acquired  by  the  Rhode 
Island  School  of  Design  at  Providence  (Figs.  3  and  4),  will  be  found 
identical  in  all  points — type,  proportion,  treatment  of  hair  and 
beard  and  draping, — with  a  series  of  figures  still  to  be  seen  at  their 
original  place:  the  curious  statues  which  ornament  the  external 
wall  of  the  choir  of  the  Sainte  Croix  church  at  La  Charite-sur- 
Loire,  between  Orleans  and  Nevers.  The  part  of  the  construction 
which  they  decorate  dates  from  the  second  half  of  the  Twelfth  Century 
and  the  statues  are  surely  of  the  same  period.  This  group  of  works 
has  very  striking  characteristics;  they  may  be  qualified  as  a  stylisa- 
tion  of  forms  in  an  embryonic  stage  and  as  such  are  achievements 
of  great  artistic  value.  Many  of  the  features  are  very  curious, 
especially  the  cur\'ed  but  unbroken  line  which  is  formed  by  fore¬ 
head  and  nose.  It  might  be  suggested  that  perhaps  similar  forms 
of  art  were  cultivated  at  Nevers  nearby  where,  as  \"oge  notices, 
an  active  artistic  centre  seems  to  have  existed  at  that  time,  although 
practically  nothing  of  it  has  come  to  us;  but  the  type  to  which  the 
figure  of  the  Providence  St.  Peter  and  the  statues  of  La  Charite 
belong,  certainly  emanated  from  the  school  of  Burgundy,  to  which 
source  we  also  owe  the  magnificent  but  equally  unrealistic  and 
stylised  figures  of  the  churches  of  \Trelay  and  Autun,  the  former 
of  which  was  consecrated  in  1132.  The  St.  Peter  of  Providence, 
however,  seems  to  be  of  a  slightly  later  date  and  might  have  been 
executed  about  the  middle  of  the  Twelfth  Century;  the  statues  of 
La  Charite  are  probably  still  somewhat  posterior. 

The  third  American  collection  which  i:)ossesses  a  piece  of  Twelfth 
Centiir}'  French  sculpture  is  the  Fogg  Art  Museum;  here  we  find 
a  beautiful  crowned  and  bearded  head  (Fig.  5)  which,  1  believe,  has 
been  attributed  to  the  school  of  Poitou.  The  works  of  this  school 
and  of  the  neighbouring  j)rovince  of  Saintonge  are  very  intermixed 
although  by  certain  small  details  they  may  be  distinguished  one 
from  the  other.  Ilowe\'er,  1  do  not  think  that  the  head  now  under 
discussion  originates  from  either  of  these  districts;  it  is  my  opinion 
that  it  is  a  work  of  the  same  atc'lier  which  produced  the  important 
ornamentation  of  the  church  of  St.  Pierre  at  Moissac,  which  seems 
to  Iw  a  modification  of  the  works  (rxccuted  lU'arby  at  roulouse, 
this  town  no  doubt  being  the  artistic  centre  from  which  the  artists 

'  ll  (lillu  till  lo  Kfl  •i  K'"”!  view  of  ihcsc  ti^Jllr^■s  .ind  I  li.ivr  not  Im-cm  .ililo  lo  ^;fl  photoKr.iplis 
of  them;  rr(iriKlii(  lioiiH,  howcvi-r,  may  In- foiiiul  in:  .Martin,  rom.in  i-n  I  r.iiur,  I.  pi.  XI., 

tint  on  arcoiint  of  the  (liltii  iilty  of  approarhiiiK  llii-w  this  pi. tic  is  one  of  tin-  Ic.isl  clear 

of  thin  olherwiw  maKnili<'''ni  work. 


I  1 


of  Moissac  depended.  In  reading  through  Vdge’s  enumeration  of 
the  characteristics  of  Moissac  sculpture,  one  is  inclined  to  think 
he  is  describing  the  head  we  are  dealing  with.^  “Forehead  and 
cheek-bone” — says  Voge — “are  broad  and  angular  while  the  lower 
part  of  the  face  finishes  in  a  point;  the  cut  of  the  eyes  and  nose  is 
similar,  the  locks  are  ornamentally  wrinkled,  a  hard  and  schematic 
line  of  demarcation  separates  the  beard  from  the  face.”  Besides, 
we  have  no  difficulty  in  discovering  in  the  Moissac  portal,  some 
heads  very  similar  to  the  one  of  the  Fogg  Museum.  Under  the 
image  of  the  Saviour  there  is  a  row  of  fourteen  crowned  and  bearded 
figures  looking  upwards,  which  in  type  and  treatment  are  almost 
identical  to  the  head  at  the  Fogg  Museum.  A  special  point  of  re¬ 
semblance  is  the  form  of  the  mouth  while  a  slight  difference  may 
be  observed  in  the  execution  of  the  beard  which  in  the  figure  in 
America  is  much  less  elaborate.  The  same  row  of  little  curls  on  the 
forehead  is  found  in  the  statue  of  the  Angel  of  an  Annunciation 
group  in  the  Museum  of  Toulouse. 

The  four  other  pieces  which  I  illustrate  here  belong  to  the  col¬ 
lection  of  Mrs.  Gardner.  Three  of  them  originally  decorated  Notre 
Dame  de  la  Couldre  at  Parthenay  in  Poitou;'^  other  fragments  of 
the  same  decoration  are  conserved  in  the  Louvre;  they  represent 
two  indeterminable  crowned  figures  and  the  Message  to  the  Shep¬ 
herds  (Fig.  6).  The  church  itself  preserves  still  its  archway — ornated 
with  apocalyptical  subjects  and  various  capitals,  while  Mrs.  Gardner 
owns  two  crowned  and  bearded  statues,  the  pendants  of  those  in 
the  l.ouvre,  and  The  Entry  into  Jerusalem  (Figs.  7  and  8).  The 
crowned  figures  are  particularly  helpful  for  illustrating  the  con¬ 
nection  which  exists  between  the  school  of  Languedoc  and  that 
of  Poitou. 

The  art  of  Toulouse  which,  extending  into  Spain,  left  products 
at  Leon  and  Compostella,  seems  to  have  reached  Parthenay  by  the 
way  of  Moissac,  Louillac  and  Carennac  in  Guyenne,  Beaulieu  and 
Angouleme,  all  of  which  towns  preserve  traces  of  its  passage. 

The  school  of  Poitou,  however,  has,  as  I  have  previously  men¬ 
tioned,  certain  characteristics  of  its  own;  even  already  at  Guyenne 
the  figures  differ  from  those  of  Languedoc  by  their  generally  more 
elongated  form,  simpler  drapery,  absence  of  ornamental  details 

^W.  Voge  Die  Anfange  des  Monumentalen  Stiles  im  Mittelalter,  p.  86. 

^  A  Michel,  Les  sculptures  de  I’ancienne  facade  de  Notre  Dame  de  la  Couldre  a  Parthenay, 
Monuments  et  memoires  publics  par  I’Academie  des  Inscriptions  et  Belles  Lettres,  XXII,  Paris, 
1916,  p.  189. 
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and  lower  relief,  elements  which  are  again  to  be  observed  in  the 
sculptures  of  Parthenay.  Important  points  of  resemblance  are  to 
be  noticed  between  a  Flight  into  Egypt  on  the  fa9ade  of  St.  Peter’s 
at  Moissac  and  the  Entrv'  into  Jerusalem  at  Boston. 

Notre  Dame  de  la  Couldre  seems  to  hav'e  existed  as  early  as 
1135,  as  in  all  probability  it  is  to  be  identified  with  the  church  men¬ 
tioned  at  the  meeting  of  St.  Bernard  of  Clairvaux  and  William  of 
Aquitania,  but  while  the  sculptural  decoration  of  the  interior  may 
possibly  be  dated  from  the  same  period,  the  pieces  we  have  now 
under  discussion  can  only  be  placed  four  or  hve  decades  later. 

Besides  these  three  stone  statues,  Mrs  Gardner  possesses  a 
wooden  sculpture  of  the  Saviour  which  on  account  of  the  position 
of  the  arms,  must  have  once  formed  part  of  a  group  of  the  Descent 
from  the  Cross  (Fig.  9).  Similar  groups  of  the  Thirteenth  Century 
are  not  rare  in  Italy,  most  probably  havdng  been  executed  and 
used  for  Easter  celebrations.  In  the  Louvre  we  find  a  very  fine 
specimen  of  a  similar  figure  which  L.  Courajod  left  to  the  Museum. 
Although  it  seems  slightly  older  than  the  one  Mrs.  Gardner  jiossesses, 
it  obviously  belongs  to  the  same  school.  The  Christ  in  the  Louvre, 
which  has  a  more  pronounced  style  than  the  one  at  Boston,  is  a 
product  of  Auvergne,  its  archaic  elongated  form  and  more  especially 
the  general  curve  of  the  body  and  the  slight  angles  formed  by  it 
characterise  the  works  of  this  school.  The  figure  in  Mrs.  Gardner’s 
collection  probably  dates  from  the  last  >-ears  of  the  Twelfth  Centurv’. 

I  will  not  attemi)t  to  sum  up  the  ciualities  of  romanic  sculpture 
and  thereby  demonstrate  what  the  artistic  value  of  the  pieces  we 
have  here  dealt  with,  may  be.  Romanic  sculpture  is  an  art  of  spiritual 
abstraction,  the  absence  of  materialistic  elements  is  here  alwavs  to 
be  appreciated  as  a  merit,  hence  realism  or  naturalness  is  the  last 
ciuality  aimed  at  and  it  is  not  therefore  always  possible  to  conceive 
its  serene  beaiUy  without  .some  preparation  for  its  compreluMisioii. 
Of  the  pieces  with  which  I  illustrate  this  article,  without  doubt  the 
“King  of  Judah”  of  the  .Metroi)()litan  Museum  most  pc'rfectlv'  tvpilies 
immaterialism.  I'rom  a  historical  standi)oint  it  is  naturallv'  inti'r- 
esting  to  trv'  to  identify  the  .school  and  artistic  tradition  to  which 
the  different  |)ieces  belong  but  at  the  sanu“  time  similar  att(‘mpts 
may  have  a  more  |)ractical  use  which  will  be  understood  Irom  tlu‘ 
following. 

Imitating  stone  scul|)ture  of  this  impersonal  stvh'  is  not  wrv' 
ditticult  and  the  (juantity  ol  false  romanic  sculi)ture  on  tin*  market 
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is  fairly  great.  Happily,  however,  the  imitators  not  desiring  to  re¬ 
produce  exactly  an  already  existing  piece,  frequently  combine  in¬ 
coherent  elements  in  their  work:  Toulousan  locks  with  Poitou  faces, 
Burgundian  proportions  with  He  de  France  draping,  etc.,  and  al¬ 
though  it  is  by  no  means  impossible  for  an  imitator  to  avoid  this 
mistake,  he  will  find  it,  however,  very  difficult  to  make  a  modern 
statue  which  at  the  same  time  is  an  altogether  pure  specimen  of 
some  particular  group.  On  the  other  hand,  it  is  always  possible 
that  some  of  the  ambulant  artists  of  the  middle-ages  adopted  ele¬ 
ments  from  schools  to  which  they  did  not  really  belong  so  that 
incoherence  in  a  figure  is  not  always  a  proof  of  its  falseness.  I  would 
advise  the  collector  not  to  purchase  any  early  mediaeval  work  of 
art  which  does  not  obviously  belong  to  some  easily  identifiable 
school.  A  statue  showing  incoherent  elements,  even  should  it  be 
genuine,  will  probably  not  possess  all  the  beauty  which  good  rom- 
anic  sculpture  never  lacks. 


A  PAIR  OF  DONORS  BY  JAN  PROVOST 

IT  is  the  sign  of  correct  attributions,  that  after  a  certain  time, 
during  which  perhaps  nobody  believed  in  them,  they  prove  them¬ 
selves  somehow  productive.  Unexpectedly  and  independently  from 
the  first  proof,  a  new  documentation  appears,  giving  them  firm 
foundation.  On  the  other  hand,  false  attributions  perish  by  them¬ 
selves  in  time,  as  they  are  unconvincing  and  find  no  real  acknowl¬ 
edgement. 

While  the  catalogue  of  the  Johnson  Collection  was  being  made, 
the  “Bust  of  a  man  in  prayer”  gave  rise  to  a  difference  of  opinion, 
so  that  the  picture  under  dispute  was  mentioned  twice  in  the  text: 
in  volume  one  under  the  Italian  school  as  Andrea  Solario  (Nr.  273) 
on  the  authority  of  Bernard  Berenson,  who  gave  his  eminent  knowl¬ 
edge  to  the  Italian  part  of  the  collection,  and  in  volume  two  under 
the  Netherlandish  school  as  Jan  Provost  (Nr.  355)  according  to 
the  attribution  of  Dr.  M.  J.  Friedlaender  who  was  seconded  by 
Dr.  W.  R.  Valentiner. 

As  a  proof  for  his  denomination,  Berenson  mentions  “the  shape 
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Jan  Pkovost:  Portkait  ok  Donor  Jan  i'Kovo>r;  I’oktr ait  ok  Donor 

Tin’  Johti  (r.  Jolnisoti  (  otlt'Clion,  Philmlvl/^hin 
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of  the  hands,  the  porcelainlike  flesh  and  the  colour  of  the  rest.” 
According  to  him  the  painting  belongs  to  the  years  that  Solario 
spent  in  France  (and  it  may  well  have  been  painted  there)  portray¬ 
ing  a  Frenchman.  The  northern  influence  did  not  escape  Berenson's 
notice.  For  its  correctness  Dr.  Friedlaender’s  hypothesis  stood, 
apart  from  the  oak  panel  of  the  painting,  especially  on  the  setting 
of  the  background.  The  drapery  on  the  left  can  hardly  be  looked 
upon  as  a  curtain — as  the  Italian  part  of  the  catalogue  puts  it — 
but  rather  as  the  part  of  the  costume  of  a  Saint  standing  behind 
the  donor.  Accordingly  the  panel  is  not  a  single  portrait — as  the 
northern  schools  of  Italy  painted  them — ^but  rather  a  fragment  of 
a  bigger  altar-wing  after  the  Netherlandish  style.  Equally  typically 
Netherlandish  is  the  landscape  on  the  right.  Here  we  also  see  the 
peculiarity  of  Pro\'ost:  the  master  always  avoids  the  open  distance 
and  prefers  nature,  tied  down  by  horticulture.  Just  as  in  the 
“Madonna  with  the  Carthusian”  in  the  Burlington  Fine  Arts  Club 
(Georges  Hulin  de  Loo,  Jan  Provost,  Gent  1902,  Nr.  8)  and  the 
“Madonna”  in  the  National  Gallery  (Hulin  No.  9)  he  shows  also 
in  the  Johnson  portrait,  the  artificially  cut  trees,  carefully  tied  up 
on  sticks,  the  clean  gravel  paths  between  tended  flower  beds,  the 
overgrown  wall,  which  altogether  make  iq:)  the  Netherlandish  garden. 
Apart  from  all  this,  the  hand  of  Provost  shows  in  the  build  of  the 
donor’s  head,  with  his  softly  undulating  lines,  in  the  even  distribu¬ 
tion  of  the  light  and  in  details  of  the  hands  and  mouth. 

The  peculiar  structure  of  the  background  of  the  Johnson  portrait 
is  again  seen  in  the  portrait  of  a  woman,  which  I  saw  recently  in 
an  Italian  pri\-ate  collection.  On  closer  ins|)ection,  one  finds,  that 
the  wall,  the  flower  beds  and  the  path  in  the  two  portraits  lit  exactly 
together,  d'he  measurements  of  the  panels  are  also  identic'al;  the 
man’s  portrait  is  2iE2byi8j/^  inches  =  52by46  cm.,  the  woman's 
portrait  53 by 46  cm. 

d'he  appearance  of  the  woman  disiK'ls  all  doubts  as  to  the 
Netherlandish  origin  of  the  painting,  which  is  already  suggested  by 
the  oak  jianel:  all  peculiarities  which  Hulin  mentions  as  spei'ially 
characteristic  for  I*ro\()st,  arc*  lu're,  aided  by  the  better  condition, 
more  clearly  to  be  seen  than  in  tin*  man’s  portrait.  1  mention  (he 
“main  en  fourchette”  with  the  |)arallc‘l  Imgcu's,  only  .1  litth*  si’parated, 
the  mouth  with  the  little  shadow  under  (he  lower  lip,  (lu-  sottK' 
romuled  lines  of  tlu‘  rather  emiity  faca*,  the  light  with  seanely  an\' 
shadow  or  nuKlelling. 
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]\Iore  difficult  than  the  combination  of  the  two  paintings  is  it  to 
get  an  impression  of  what  the  complete  altar-piece  looked  like. 
There  can  be  no  doubt  that  these  two  pictures  are  fragments,  evi¬ 
denced  by  the  above  mentioned  drapery  of  the  man  and  the  con¬ 
dition  of  the  edges  of  the  other  panel.  (I  only  saw  the  photo  of  the 
male  portrait,  so  I  could  not  examine  the  edges  there.)  Behind 
the  woman  as  behind  the  man  the  patron  Saint  is  to  be  supplemented. 
However,  he  must  have  stood  at  such  a  distance  from  the  donatrix, 
that  no  suspicious  ends  of  garments  could  endanger  the  panel  from 
being  looked  upon  as  an  independent  single  portrait.  It  is  difficult 
to  decide  whether  the  donors  should  be  enlarged  to  full  length  or 
if  they  always  were  half  figures  beside  the  full  figured  Saints.  In 
any  case,  the  reconstruction  shows,  that  the  original  must  have  been 
of  rather  large  size.  Although  the  backgrounds  of  the  two  panels 
fit  well  together,  it  is  not  likely  that  the  two  donors  were  so  close 
together:  probably  a  Madonna,  again  with  the  similar  background, 
was  the  centre  figure.  The  entire  altar  must  have  been  a  chief 
work  of  the  master  who,  coming  from  the  lively  south,  from  Mons 
in  the  Hainaut,  brought  fresh  encouragement  and  movement  to 
the  decaying  late  school  of  Bruges. 
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Thomas  CiAINSBOROUGii:  Karl  Friedrich  Abel 

Colleclion  of  Mr.  George  Gould,  New  York 


ENGLISH  WHOLE  LENGTH  PORTRAITS  IN  AMERICA 


Gainsborough’s  mr.  abel 

( 

I  AM  daubirig  away  for  the  Exhibition,”  wrote  Gainsborough  to  the 
Hon.  Mr.  Stratford  on  March  21,  1777,  “with  all  my  might  and 
have  done  two  large  Landslips  (exclusive  of  3  full-length  portraits).” 
There  were,  in  fact,  five  whole-length  portraits  by  Gainsborough  in 
the  Royal  Academy  of  1777:  the  Duke  and  Duchess  of  Cumberland 
(both  now  in  the  Royal  Collection),  a  lady  which  Mr.  \V.  T.  Whitley 
has  proved  to  be  the  Hon.  Mrs.  Graham,  the  superb  picture  now  in 
the  Edinburgh  National  Gallery,  Lord  Gage,  and  “Mr.  Abel” — the 
last-named  Horace  Walpole  pronounced  “very  like  and  well.”  Gains¬ 
borough,  who  was  one  of  the  Foundation  Members  of  the  Royal 
Academy  in  1769,  had  been  unrepresented  on  its  walls  since  1772, 
and  his  return  in  1777  had  given  very  general  satisfaction — his  large 
landscape  (No.  136)  was  described  by  \\"alpole  as  “by  far  the  finest 
landscape  ever  painted  in  England,  and  equal  to  the  great  masters.” 
The  trouble  indeed  among  the  critics  of  the  time  was  to  make  up  their 
minds  as  to  whether  Gainsborough  was  greater  as  a  portrait  painter 
than  as  a  landscape  artist;  and  today  the  critics  are  fairly  unani¬ 
mous  in  judging  him  the  greatest  of  the  British  artists  in  both  re¬ 
spects.  “We  are  glad,”  wrote  the  critic  of  the  Public  Advertiser  in 
1777,  “to  see  Mr.  Ciainsborough  once  more  submitting  his  works  to 
public  inspection,  which  cannot  fail  to  add  to  the  entertainment  of 
the  town,  as  well  as  to  the  reputation  and  emolument  of  the  artist. 
’Tis  hard  to  say  in  which  branch  of  the  art  Mr.  (iainsborough  most 
excels,  landscape  or  portrait  painting.  Let  the  connoisseurs  care¬ 
fully  examine  the  portrait  of  Mr.  Abel,  No.  135,  or  the  landscaiie.  No. 
136,  and  then  determine — if  they  can!”  Karl  I'riedrich  .Abel,  the 
famous  viol  da  ^amba  player,  who  was  born  in  1725,  who  settled  in 
hingland  in  1759,  and  who  died  in  1787,  is  said  by  Dr.  Hurne\\  to  ha\  e 
“had  a  hand  which  no  difficulties  could  embarras,  a  taste  so  correct 
and  delicate  as  never  to  let  a  single  note  escape  him  without  meaning; 
the  umpire  in  all  musical  contro\ers\’.”  His  portrait  by  (iainsborough 
is  undoubtedly  one  of  that  artist’s  masterpii'ces,  so  far  as  men’s 
[K)rtraits  are  concerned,  and  the  reason  is  not  far  to  seek.  It  illustrates 
the  difference  which  must  always  exist  between  a  i)ortr.iit  by  an  artist 
of  an  intimate  and  cherishird  friend,  and  that  ot  one  ot  a  crowd  ol 
ordinary  sitters,  ix-opk-  who  merely  engage  an  artist  to  i)aint  their 


portraits  for  a  monetary  consideration.  The  restraint  which  is 
natural  between  an  artist  and  a  stranger  is  bound  to  affect  the  por¬ 
trait,  and  the  artist  has  no  time  to  “diagnose”  the  mind  of  his  sitter. 
Gainsborough  himself  felt  this;  he  is  reported  to  have  told  Quin  the 
actor,  that  “the  perplexities  of  rendering  something  like  a  human 
resemblance  from  human  blocks  was  a  trial  of  patience  that  would 
have  tempted  holy  St.  Anthony  to  cut  his  own  throat  with  his  palette 
knife.”  In  painting  a  portrait  of  Abel  there  was  no  such  difficulty,  nor 
was  there  any  restraint;  for  the  artist  and  the  musician  were  inti¬ 
mate  friends,  united  by  the  common  bond  of  a  passion  for  music. 
Abel’s  attachment  to  Gainsborough  “was  unexampled,”  was  the  dic¬ 
tum  of  a  mutual  friend.  In  a  pathetic  and  singularly  beautiful  letter, 
written  a  few  hours  after  Abel’s  death,  Gainsborough  wrote:  “For 
my  part  I  shall  never  cease  looking  up  to  heaven — the  little  while  I 
have  to  stay  behind — in  hopes  of  getting  one  more  glance  of  the  man 
I  loved  from  the  moment  I  heard  him  touch  the  string.  Poor  Abel! — 
’tis  not  a  week  since  we  were  gay  together,  and  that  he  wrote  the 
sweetest  air  I  have  in  my  collection  of  his  happiest  thoughts.” 

With  Gainsborough’s  temperament  in  mind,  his  passion  for  music, 
his  enthusiasm  for  great  musicians,  his  fervid  devotion  to  his  friends, 
it  is  no  wonder  that  he  produced  a  portrait  of  Abel  which  was  the 
admiration  and  the  wonder  of  those  who  saw  it — and  who  knew  the 
sitter — in  1777,  as  it  has  been  the  admiration  of  the  generations  which 
have  followed  since  it  was  first  exhibited  nearly  a  century  and  a  half 
ago,  the  brilliant  musician  who  was  not  without  a  streak  of  pardon¬ 
able  vanity  in  the  matter  of  dress.  He  is  seated  at  a  table  on  which  he 
is  writing  music,  and  is  looking  up  as  if  the  artist  had  for  a  moment 
arrested  his  attention,  his  viol  da  gamba  and  his  bow  are  resting  against 
his  left  leg;  he  is  dressed  in  a  brown  coat  with  gold-embroidered 
loop  fastenings,  brown  breeches,  a  brown  and  gold  waistcoat,  a  lace 
neckerchief  and  ruffles,  white  stockings,  black  shoes  and  powdered 
wig  complete  his  attire;  a  white  Pomeranian  dog'  lies  under  the  table, 
while  the  background  consists  of  a  column  on  the  left  and  a  green 
curtain  on  the  right;  his  expression  is  only  in  part  serious,  for  a  quiz¬ 
zical  smile  seems  to  hover  around  his  lips,  as  if  his  friend  Gainsbor¬ 
ough  had  just  perpetrated  a  joke. 

The  portrait  seems  to  have  entirely  disappeared  from  notice  from 
the  time  it  was  first  exhibited  in  1777  till  May,  1892,  when  it  came  up 

1  This  is  not  the  only  occasion  on  which  Gainsborough  painted  a  picture  of  Abel’s  white  Pomer¬ 
anian  dog,  for  one  is  referred  to  by  Nollekens  as  hanging  over  the  chimney  in  Gainsborough’s  rooms 
at  Schomberg  House,  Pall  Mall,  London. 
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at  Christie’s  as  one  of  “Fifty  Capital  Pictures  b>'  ancient  and  modern 
masters  from  the  collection  of  the  late  Rt.  Hon.  George  last  Earl  of 
Egremont.”  This  remarkable  man,  who  was  born  in  1751,  and  who 
died  in  1837,  figures  ver>’  prominently  in  the  social  history  of  his  times, 
and  was  one  of  the  most  generous  art  patrons  in  Great  Britain.  He 
formed  a  great  art  gallery  at  Petworth  in  Sussex,  which  is  still  as  he 
left  it  in  1837.  A  catalogue  of  the  pictures  there  was  printed  in  1856, 
but  neither  this  Gainsborough  portrait  of  Abel,  nor  indeed  does  an>' 
of  the  50  pictures  sold  at  Christies  in  1892,  appear  in  that  catalogue. 
The  extreme  probability  is  that  these  50  pictures  were  never  at  the 
Earl’s  residence  at  Petworth,  but  at  one  of  his  other  establishments, — 
the  Earl’s  domestic  life  being,  it  is  well-known,  of  a  \’aried  character. 
The  strong  presumption  is  that  he  purchased  the  portrait  of  Abel 
direct  from  the  artist  himself,  that  he  sent  it  to  one  of  his  residences, 
and  that  it  was,  with  other  pictures,  inherited  by  one  of  the  numerous 
beneficiaries  under  his  will,  possibly  by  one  of  his  several  natural 
children.  Mr.  \\\  T.  Whiley,  in  his  admirable  monograph,  “Thomas 
Gainsborough,”  1915  (p.  363),  refers  to  a  portrait  of  Abel  by  Gains¬ 
borough  as  having  been  sold  in  London  in  Januar\',  1788,  for  only 
nine  guineas,  but  that  is  probably  the  three-quarter  length,  which 
once  belonged  to  the  late  Dr.  \V.  H.  Cummins,  the  musician,  and  is 
also  now,  we  believe,  in  an  American  collection.  The  two  portraits 
are  totally  distinct  in  scheme  from  one  another. 

Fortunatel)’,  during  the  long  ])eriod  of  its  absence  from  public 
view  Ciainsborough’s  portrait  of  Abel  had  been  in  careful  hands,  and 
was  in  perfect  preservation  when  it  appeared  in  London  in  1892. 
It  realized  what  was  then  regarded  as  the  high  figure  of  €1,470.  It  was 
lent  to  the  Old  Masters,  Burlington  House,  London,  in  1894  (Xo.  104) 
by  the  late  Mr.  (  harles  J.  Wertheimer;  whilst  in  his  collection  a  full- 
page  plate  of  it  was  published  in  Mrs.  Arthur  Bell’s  ‘Tlu^mas  Gains¬ 
borough,”  1897  (facing  p.  48):  by  1903,  when  it  was  reproduced  in 
Lord  Ronald  Sutherland  (Power’s  “Thomas  Gainsborough”  (p.  84), 
it  had  passed  intoother  hands.  It  was  lent  by  Mr.  George  J.  (iould  to 
the  Loan  Inhibition  of  Old  Masters  of  the  “British  School”  held  in 
New  \'ork,  January-,  1914,  the  catalogue  ('ontaining  a  i)hotogravure 
plate.  Mr.  ( leorge  J.  Gfuild  commissioned  .Mr.  Henry  WOlt,  the  dis¬ 
tinguished  .American  wood-engra\'er  to  c‘ngra\'e  it,  with  entirel>'  sat¬ 
isfactory  results. 

C,;iiiislMjrough-.\bel  anecdotes  are  .so  familiar  to  readers  of  the 
biographies  of  the  great  artist  that  it  h.is  not  been  thought  lU'Ccssary 
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to  quote  any  of  them  here.  They  all  tend  to  show  the  mutual  af¬ 
fection  and  esteem  of  the  two  men.  Gainsborough,  in  his  letter  con¬ 
cerning  the  death  of  his  friend,  wrote  of  “the  little  while  I  have  to 
stay  behind.”  This,  unhappily,  proved  too  true;  for  Abel  died  on 
June  20,  1787,  and  the  artist  only  survived  him  until  August  2,  1788. 


A  BOTTICELLI  PORTRAIT  IN  THE 
COLLECTION  OL  MR.  CARL  W.  HAMILTON 


I  WELVL  or  more  years  ago,  in  a  narrow  passage  of  a  Paris 


-L  expert’s  junk  shop,  under  a  fierce  sky-light,  I  was  confronted 
with  the  picture  of  a  face  so  unexpected,  so  marvellous,  that  I  held 
my  breath  and  murmured;  “Is  it  YOU?  Is  it  possible?”  I  felt  the 
symptoms  described  by  Sappho  of  love  at  first  sight.  I  could  no  more 
have  attempted  to  appraise,  analyze,  place  and  authenticate  this 
image  than  if  it  were  a  live  creature  that  had  cast  me  spellbound. 

Naturally,  when  I  had  recovered  a  little,  my  first  thought  was  to 
find  out  where  I  could  see  the  painting  again.  The  expert  would  not 
tell  me.  The  picture  had  passed  through  his  hands  to  be  framed,  and 
he  had  strict  orders  not  to  say  who  owned  it.  He  would  not  budge.  I 
asked  everybody  who  might  know,  but  nobody  knew. 

I  remained  haunted.  Often  would  this  exquisite,  wistful  face 
appear  before  me,  and  I  could  only  murmur  to  myself ;  “No,  it  cannot 
be!  Painters  never  do  anything  so  much  in  their  own  style,  never 
express  the  whole  of  their  art  so  completely  in  one  single  head!  If 
only  I  could  see  the  original  again,  if  only  I  could!”  I  hardly  dared  to 
believe  it  was  real.  In  fact,  my  panic  even  led  me  to  suspect  it  might 
be  but  another  trap  set  by  my  gifted  and  playful  Sienese  acquaintance 
who  lives  for  the  fun  and  the  profit  of  taking  in  the  like  of  me. 

Years  passed,  and  as  unexpectedly  as  on  the  first  occasion  I  came 
across  the  picture  again.  This  time  it  turned  up  in  a  collection  that  I 
had  long  known  very  well.  Why  Baron  Schickler  would  never  show  it 
must  remain  a  mystery,  or  perhaps  only  a  puzzle. 

But  this  time  happily  I  had  ample  opportunity  for  getting  behind 
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the  bewildering  glamour  in  which  the  picture  had  enveloped  me.  I 
could  apply  my  mind  to  studying  it;  and  I  became  con\  inced  that  the 
head  was  every  bit  as  wonderful,  as  beautiful,  and  as  intimately 
characteristic  of  the  painter  whose  creation  it  seemed  to  be,  as  when 
I  fell  in  love  with  it  at  sight. 

First,  a  few  words  of  description,  interpretation  and  appreciation. 
The  portrait,  a  little  more  than  half  the  size  of  life,  represents  a  youth 
of  the  pensive,  wistful,  intense  and  abstracted  type  that  is  too  self- 
absorbed  to  be  free  from  mannerisms  and  too  sincere  to  be  spoiled 
by  affectations.  While  the  slight  frame  leans  forward  and  sideways, 
and  the  heavy  head  would  naturally  tend  to  follow  this  movement, 
the  pressure  of  the  hand  and  the  wide-open  eyes  make  us  feel  a  strong 
effort  to  keep  erect  and  awake. 

Vet  the  face  and  the  features,  like  the  hand,  are  anything  but  fra¬ 
gile  and  effeminate.  There  is  no  faintest  approach  to  the  epicene  in 
the  cast  of  countenance  and  expression,  the  strong  though  sensitive 
nose,  the  firm  mouth.  In  fact,  the  mask  is  bony  and  manly. 

It  is  set  off  by  yellowish  curls  and  strands  of  hair,  supple  and 
sinuous  and  delightful  in  themselves,  while  serving  to  mass  the  head 
and  shoulders  in  a  way  to  avoid  a  silhouette  too  deeply  indented:  and 
this  mass,  which  might  be  too  broad  and  heavy,  is  lightened  by  an 
upward-sloping  red  caj). 

As  for  the  rest  of  the  picture,  the  colour  of  the  fiesh  is  golden,  the 
eyes  hazel,  the  coat  puridish  brown,  and  the  background  dark. 

Perhaps  the  most  interesting  thing  about  this  portrait  is  the  mani¬ 
fest  competition  of  the  hand  with  the  face.  The  hand  is  studied  just 
as  carefully,  drawn  and  modelled  with  as  much  intention,  as  the  face 
it.self.  Its  action  reveals  the  automatic  nervous  tension  of  an  over¬ 
strung  [)hysi(iue  that  the  conscicjus  mind,  controlling  the  cxi)ression, 
tries  to  kee[)  in  order.  It  thus  becomes,  in  a  sense,  the  most  im[-)ortant 
clue  to  understanding  the  character.  If  you  think  it  away,  the  ex[)res- 
sion,  (){  ccnirse,  remains,  but  what  makes  it  comprehensible  disaj)- 
jH-ars.  On  the  contrarv’,  if  by  .some  (pieer  accident  the  head  were 
missing,  we  could  in  all  essentials  complete  it  from  the  contrasted 
nuAements  of  the  chest  and  the  hand. 

'I'his  complex  and  rather  contradictory  per.sonalit>’  is  expressed  in 
terms  of  art  by  a  pattern  which  also  follows  a  double  rhythm.  It 
moves  downward  from  right  to  left  and  ui)ward  from  lelt  to  right, 
coinciding  .s<j  com|)letel>'  with  the  contrast  in  the  char.icter  th.it  it  is 
imjKissible  to  think  of  the  one  excejit  in  terms  of  the  other.  I  need 


hardly  add  that  each  detail,  from  the  ripple  of  the  hair,  the  folds  of 
the  sleeves  to  the  curl  of  the  fur  trimming,  is  under  the  control  of  this 
pattern d 

There  can  be  no  question  that  this  portrait  is  Botticelli’s  own 
handiworks  The  glamour  it  cast  when  I  first  saw  it  frightened  me 
into  doubts  that  were  dispelled  directly  I  could  study  the  painting  at 
my  leisure.  There  is  no  one,  using  this  formula  and  technique,  but 
Sandro  himself  who  has  the  sinuous  line,  the  inevitable  contours,  the 
structural  articulation,  the  firmness,  convincingness  and  delicacy  of 
modelling  this  work  possesses,  nobody  else  who  could  produce  a 
rhythm  so  subtly  vibrant,  or  could  give  this  limpid,  radiant  and 
aetherial  colouring 

True,  it  is  more  “Botticellian”  than  any  other  Botticelli  in  exis¬ 
tence.  He  must  have  uttered  this  completest  note  of  his  own  music 
just  before  he  was  seized  by  the  Savonarolian  madness,  from  which 
he  never  recovered,  just  at  the  moment  when  he  was  most  peculiarly 
and  poignantly  and,  if  I  may  say  so,  most  extravagantly  himself.  The 
isolation  of  this  head,  too,  exaggerates  the  impression.  Perhaps  if  we 
found  it  as  an  Angel  in  a  “Magnificat”  or  a  “Madonna  with  the 
Pomegranate,”  in  a  “Tobias”  or  some  Allegory,  the  other  figures,  the 
landscape  and  all  the  accessories  would  prevent  our  attention  from 
concentrating  on  what  is  almost  uncannily  characteristic  of  the 
master’s  style. 

It  may  well  be  asked:  If  every  part  and  particle,  every  feature  and 
touch,  is  so  intimately  characteristic  of  a  painter’s  conception,  style 
and  notation,  what  remains  of  the  sitter?  Very  little,  I  confess!  The 
question,  however,  raises  one  of  the  most  serious  problems  in  art,  a 
problem  that  has  seldom  been  approached,  and  never  satisfactorily, 
namely:  “Is  there  such  a  thing  as  a  Portrait?  In  the  whole  range  of 
art  there  could  be  no  better  example  than  this  picture  on  which  to 
hang  this  discussion. 


^  For  all  I  know,  this  pattern  may  come  under  the  all-explaining  formula  of  the  “Diagonal. 

2  In  the  Schickler  Collection  it  was  attributed  to  Masaccio.  This  would  indicate  that  it  had 
not  been  seen  for  generations  by  any  serious  student  of  Florentine  art. 
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THE  MODERN  TENDExNCY  IN  LAWSON, 
LEVER  AND  GLACKENS 


HE  greatest  contribution  which  landscapists  of  the  modern 


JL  school  make  to  art  is  motion; — their  waters  flow,  their  cloud 
march,  their  treetops  bend  to  the  winds.  This  is  true  of  Lawson, 
Le\’er  and  Glackens.  But  though  alike  in  producing  pictures  which 
are  not  academic  and  not  static,  these  three  artists  are  widely  diver¬ 
gent  in  sources  of  inspiration  and  in  personality. 

The  public  was  rather  slow  in  recognizing  Ernest  Lawson  while 
more  exaggerated  talents  arrested  attention.  Although  he  belongs 
to  the  new  school  of  landscape  painters  his  work  has  too  much  sanity 
and  sincerity  to  be  sensational.  He  has  the  realism  of  the  modern 
movement  without  any  of  the  sordidness  into  which  it  sometimes 
degenerates.  The  northern  end  of  Manhattan  is  his  favorite  section: 
he  lends  the  tints  of  the  opal  to  the  squalid  suburban  wilderness 
adjacent  to  New  York. 

His  work  has  Natality  and  originality.  It  is  true  that  he  is  some¬ 
what  uneven  in  his  accomplishment.  In  his  less  inspired  moments  his 
pictures  have  a  gummy  look  as  if  he  were  not  in  full  control  of  his 
medium.  When  at  his  best,  howe\'er,  he  so  manipulates  his  flexible 
pigment  as  to  represent  the  earth,  sky  and  atmosphere  of  New  York 
environs  in  an  inspired  orchestration  of  color. 

We  feel  that  he  is  American  to  the  core,  that  he  will  never  expa¬ 
triate  himself  or  his  art.  He  has  no  yearning  to  forget  his  nati\  e  land 
in  X’enice  or  Madrid;  his  heart  is  in  Harlem,  his  studio  in  MacDougall 
Alley.  He  does  not  care  for  the  ob\  iously  picturesciue,  but  exercises 
his  imagination  in  the  cruder  phases.  With  the  jewels  of  his  fancy  he 
flecks  e\'en  prosaic  dumping  grounds,  for  he  is  the  enchanter  among 
American  landscapists. 

At  length  Lawson’s  magic  has  made  its  way;  artists  and  critics 
value  him  highl>’,  intelligent  galler\-  \isitors  welcome  his  i)ictiires 
with  delight.  He  has  been  as  real  a  pioneer  in  American  landscape 
painting  as  was  .Monet  in  h' ranee.  His  “Road  in  the  I’.disades”  at  the 
City  Art  .Museum  in  Saint  Louis  hangs  between  two  Monets,  d'he 
Met rfq)olitan  .Museum  of  New  \’ork  has  a  winter  scene  of  his; — 
Lealless  snow  frosted  poplars  stand  in  a  row  against  the  pallid  winter 
sk>'.  .\n  emerald  jjool  gleams  coldly  betw(‘en  its  snowy  banks.  'This 
landscape,  modern  in  method  and  treatment  is  ne\  i-rt  heh-ss  in  a 
flelicate  lyri(  \ cin.  Law  son  puts  emot  ion  into  his  w oi  k  he  is  sciisii  i  \  e 
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to  the  deeper  significance  of  life.  Although  a  modernist,  he  is  an 
idealist  and  a  poet. 

Hayley  Lever  has  fine  color,  good  draughtsmanship,  depth  of 
feeling  and  vigor, — perhaps  more  than  any  other  landscapist  of  the 
modern  school  in  America  except  Lawson.  Lever’s  studio  is  in  Glou¬ 
cester,  Alassachusetts;  there  he  finds  his  motifs — old  winding  streets 
between  quaint  gardens,  harbor  views  with  spearlike  masts  piercing 
the  sky  and  warm  toned  sails  tilted  to  the  breeze. 

Like  the  other  modernists  he  breaks  away  from  scholasticism  in 
Art  and  abjures  the  static;  he  makes  a  creed  of  motion — a  boat  must 
tug  at  its  anchor,  the  waves  strain,  the  flowers  twist  on  their  stems. 
He  admires  the  French  impressionists — Renoir,  Monet,  Sisley  and 
Pissarro:  like  them  be  believes  in  sincere,  direct  expression  in  art. 
His  sympathies  extend  even  to  the  extremely  modern,  yet  his  own 
work  does  not  offend  against  beauty  and  good  taste.  That  he  is  less 
intensely  American  in  his  point  of  view  than  Lawson  is  due  to  his 
origin  and  training. 

He  was  born  in  Australia.  For  years  he  lived  in  St.  Ives,  Corn¬ 
wall,  England,  where  he  studied  boats  and  tides.  Now  in  his  American 
studio  he  paints  the  shining  or  the  misty  sea,  docks  and  old  Gloucester 
cottages.  His  color  and  his  atmosphere  are  handled  from  the  Ameri¬ 
can  viewpoint,  yet  in  a  way  peculiar  to  himself.  We  feel  that  his 
manner  is  less  exhilerated  and  nervous  than  Lawson’s,  with  more 
sustained  passages  of  light  and  less  of  staccato  sparkle.  Although 
both  are  experimenters.  Lever’s  modernity  emits  a  steady  ray,  Law¬ 
son’s  break  into  irridescence.  Even  more  different  than  Lever  from 
Lawson  is  Glackens  from  either  of  them. 

Recent  years  have  emphasized  William  J.  Glackens’  mirroring  of 
Renoir,  rather  unfortunately,  unless  to  be  the  ablest  American 
imitator  of  Renoir  is  in  itself  distinction.  Like  his  prototype  he 
bathes  landscapes  and  beach  scenes  in  sunlight  which  brings  out  the 
hot  tones. 

His  present  brilliant  color  scheme  is  in  contrast  with  his  earliest 
work  which  was  sombre,  but  he  has  always  a  kindly  human  quality 
and  passing  years  have  added  increasing  gayety  to  his  painting  mood. 
He  chooses  for  rural  and  beach  scenes  not  solitary  places,  but  familiar 
spots  dear  to  holiday  crowds.  He  is  fond  of  painting  friendly  shores 
peopled  with  human  beings  having  a  good  time.  He  resembles  Renoir 
in  his  liking  for  the  jollity  of  life; — sparkling  waves,  gay  sunlight, 
the  red  note  of  a  rakish  little  boat,  the  swimming  azure  of  a  lake  in 
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holiday  mood,  the  lush  greens  of  midsummer  and  laughing  picnickers. 
He  is  no  less  in  love  with  nature  than  is  Lawson:  we  feel,  however, 
that  Lawson  has  better  preserved  his  individuality  than  Glackens. 

The  vigor  with  which  Glackens’  admirers  defend  him  against  any 
imputation  of  imitation  seems  to  show  their  sensitiveness  at  this 
point.  It  is  true  that  every  real  artist  builds  into  the  structure  of  his 
own  talent  the  influence  of  other  artists.  Yet  so  thoroughly  should 
he  assimulate  this  influence  that  an  entirely  new  product  comes  out. 
One  who,  like  Glackens,  abounds  in  sympathy,  humor  and  sensuous 
charm  does  not  need  to  concentrate  upon  the  manner  of  any  other 
artist. 

Some  of  Glackens’  pastels  are  among  his  best  and  most  original 
work.  The  Metropolitan  Museum  has  two  of  them;  in  one  we  hav'e 
bathers,  promenaders,  father,  mother  and  the  youngsters,  the  usual 
Coney  Island  architecture  in  the  background.  The  other  is  a  society 
beach  scene,  a  study  in  hot  sunlight;  summer  guests  under  orange 
umbrellas — quite  sketchy  and  spontaneous  are  both  of  these  pastels— 
done  with  a  likable,  human  touch. 

Ever  since  his  Academy  da>’s  in  Philadelphia  the  genial  Glackens 
has  had  the  affection  and  admiration  of  his  co-workers  and  contem¬ 
poraries.  Like  other  artists  of  the  modern  group,  he  is  interested  in  a 
number  of  things  besides  art; — science,  invention  and  sociology.  He 
was  one  of  the  organizers  of  the  Independent  Art  Exhibitions  of  which 
John  Sloane  is  now  the  president.  He  is  thoroughly  progressive  in  his 
ideas  being  keenly  interested  in  the  production  of  indi\  idual  art  in 
America.  Glackens’  work  like  Lawson’s  and  Lever’s  is  free  from  the 
studio  atmosi)here.  There  is  in  Glacken’s  case  an  almost  lusty  enjoy¬ 
ment  of  warm,  swirling  color. 

Like  most  landscai)ists  with  the  modern  tendency,  Lawson,  Lever 
and  Glackens  are  spc'cialists; — Glackens  chooses  beach  and  gro\e — 
the  haunts  of  merrymakers;  Law.son  glorifies  the  ragged  edge  of 
.\ew  ^'ork;  Le\'er  is  a  painter  of  harbor  and  coast-\'illage  life.  We 
feel  that  each  of  the  three  has  a  tremeiKlously  good  time  doing  it. 
Isn’t  the  characterist ic  which  the>'  most  ha\e  in  common  and  which 
most  appeals  to  us—  their  zest  for  life? 
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A  LOST  BUST  OF  GEORGE  WASHINGTON 


HE  following  letter  in  the  British  Museum  ^  from  George  Wash- 


X  ington  to  Mrs.  Patience  Wright,  the  modeller  of  portraits  in  wax, 
is  now,  I  believe,  published  for  the  first  time. 

Joseph  Wright,  the  son  of  Mrs.  Wright,  was  a  pupil  of  Benjamin 
West  and  took  a  mould  of  Washington’s  features  as  a  guide  for  a 
marble  bust  or  statue  to  be  executed  by  some  European  sculptor. ^ 

According  to  this  letter,  Wright  had  already  executed  a  bust, 
whether  a  painting  of  Washington,  a  wax  portrait  or  a  marble  bust,  is 
not  disclosed  in  the  letter.  Whatever  it  was,  it  presumably  reached 
Patience  Wright  in  England,  but  its  ultimate  fate  is  at  present  a 
mystery. 

The  letter  is  as  follows: 

Mount  Vernon  Jant  30'^  1785 

Madam, 

By  what  means  it  came  to  pass,  I  shall  not  undertake  to  devise;  but  the  fact  is, 
that  your  letter  of  the  8'*'  of  December  1783,  never  got  to  my  hands  until  the  12^^ 
of  the  same  month  in  the  year  following —  This  will  account  for  my  not  having 
acknowledged  the  receipt  of  it  sooner — and  for  not  thanking  you,  as  I  now  do, 
before,  for  the  many  flattering  expressions  contained  in  it. — 

If  the  Bust  which  your  Son  has  modelled  of  me,  should  reach  your  hands,  and 
afford  your  celebrated  Genii  any  employment,  that  can  amuse  Wright,  it 
must  be  an  honor  done  me, — and  if  your  inclination  to  return  to  this  Country 
should  overcome  other  considerations,  you  will,  no  doubt  meet  a  welcome  re¬ 
ception  from  your  numerous  friends:  among  whom,  I  should  be  proud  to  see  a 
person  so  universally  celebrated;  &  on  whom,  nature  has  bestowed  such  rare  & 
uncommon  gifts. — 


M*:’  Wright 


am — ^Madam, 

Most  Obed.  &  very 
Servant 
G°  Washington 


^  Addl.  MSS.,  12099,  f.  25. 

*  Dunlap,  The  Arts  of  Design  in  the  United  States,  1918.  Vol.  I,  pp.  371-2. 


A  RELIEF  IN  THE  MORTIMER  SCHIFF  COLLECTION 
BY  THE  MASTER  OF  THE  MARBLE  MADONNAS 


O  the  already  long  list  of  works  by  an  artist  temporarily  known 


X  as  the  Master  of  the  Marble  Madonnas  which  we  published  in 
connection  with  the  relief  in  the  Enrico  Caruso  collection,'  can  be 
added  the  one  here  reproduced  forming  part  of  the  collection  of  Mr. 
Mortimer  Schiff  in  New  York.  It  represents  the  \drgin  and  Child 
against  an  oblong  ground  bordered  with  a  frieze  of  winged  cherub’s 
heads,  and  supported  on  clouds  by  the  head  of  another  winged  cherub 
seen  in  the  center  of  the  lower  end.  The  \  irgin  is  seen  half  length 
standing  behind  a  parapet  and  wearing  a  gown  girdled  at  the  waist, 
over  which  is  a  mantle  covering  her  shoulders  and  draped  in  front. 
A  headdress  arranged  in  minute  and  systematic  folds  covers  her  hair. 
Her  right  hand  rests  against  the  parapet,  while  with  her  left  she  is 
supporting  the  Infant  Jesus,  who  standing  on  the  parapet,  leans 
against  His  Mother  with  His  arms  around  her  neck.  He  is  naked 
except  for  a  drapery  descending  from  his  shoulder  and  covering  His 
loins.  His  face  is  close  to  the  face  of  the  X'irgin  and  both  show  a 
similar  structure,  especially  around  the  eyes,  mouth  and  chin.  Halos 
are  behind  their  heads.  They  are  gilded,  as  are  also  the  girdle  and 
border  of  the  \’irgin’s  garment  and  the  cherubs’  wings.  Traces  of 
gilding  are  likewise  seen  in  other  parts  of  the  relief. 

The  attribution  of  this  relief  to  the  Master  of  the  Marble  Ma¬ 
donnas  is  based  on  the  ground  that  it  shows  the  characteristics  found 
in  the  works  grouped  under  his  name  and  which  we  determined  in 
the  article  mentioned  above.  There  is  indeed  the  same  way  of 
arranging  the  folds  of  the  garments,  the  same  modelling,  the  same 
position  of  the  X’irgin’s  hands,  and  the  same  soft  and  plump  body  of 
the  Infant.  As  for  the  tspe  of  the  X’irgin  and  tlie  wa\'  in  which  she 
is  holding  the  Infant,  it  closels'  resembles  the  relief  in  the  ('hurch 
del  Sacro  h'remo  da  ('amaldoli  in  C'asentino  where  however  the 
remaining  details  of  the  composition  (lifter.  The  same  can  be  said 
in  regard  to  the  X'irgin  and  Child  in  the  I’alazzo  (  onumale  in  I’istoja, 
given  to  the  Scluxd  ol  Mino  da  I'iesole  and  reproducc'd  in  Odorardo, 
11.  f  liglioli :  I’istoja  nclle  sua  opere  d’arte  p.  70.  ( )n  the  other  hand  the 
relief  in  the  Berlin  Museum  *  shows  the  same  smooth  oblong  back- 

*  St-c  Art  in  Amrnra,  .\(iril.  p.  104-110. 

'  l-'riila  s<  tu)tlmiill«T:  UrH*  ItriMlmnn  <1it  IJiUlwcrkc  i|rr  Chrittlicticn  I-.|>o(  hrn,  \'ol.  \',  p.  67 
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ground  having  on  the  outer  border  winged  cherubs’  heads.  In  type 
the  Virgin  also  closely  resembles  the  type  of  a  Virgin  from  the  Mege 
collection,  formerly  in  the  Carrand  and  Boy  collections,  attributed  to 
Rossellino  ®  and  which  is  certainly  by  the  same  anonymous  master. 

As  we  already  said  in  the  above  cited  article,  the  works  of  this 
artist  were  generally  classed  in  museums  and  private  collections 
under  the  names  of  Antonio  Rossellino  and  Mino  da  Fiesole,  from  the 
art  of  whom  they  derive  much ;  another  influence,  that  of  Donatello 
and  Andrea  del  Verrocchio  should  be  added.  And  while  in  the 
general  treatment  and  in  the  repeated  use  of  certain  characteristic 
features  such  as  the  pose  of  the  hands,  the  treatment  of  the  flesh,  the 
depressions  under  the  eyes,  the  somewhat  caricaturistically  drawn 
faces,  the  master  is  always  recognizable,  his  types  sometimes  vary  and 
their  expression  is  different.  For  instance  those  in  the  Caruso  col¬ 
lection,  in  the  National  Museum  in  Florence,  in  Santi  Stefano  e 
Cecilia  presso  il  Ponte  Vecchio  in  Florence,  the  one  in  the  collection 
of  Gambier  Parry  in  England,  one  in  the  Berlin  Museum,^  the  relief 
from  the  Seilliere  collection  attributed  to  Donatello,^  and  several 
others  show  faces  animated  by  a  smile  going  from  the  mouth  to  the 
eyes,  more  or  less  exaggerated  but  always  full  of  life  and  joy. 
Other  reliefs,  though  bearing  the  same  characteristic  features,  show 
a  more  serious  type  of  the  Virgin  and  Child.  This  can  be  observed  in 
the  South  Kensington  relief,  in  the  ones  from  Casentino,  from  Pistoja, 
etc.  It  Is  with  several  of  these  works  that  our  relief  also  bears  a  close 
relationship  as  to  the  way  in  which  the  Virgin  and  Child  are  grouped. 
The  work  in  itself  is  an  interesting  specimen  of  the  artist’s  crafts¬ 
manship,  showing  among  other  influences  that  of  Donatello.  The 
fine  border  adds  to  its  decorative  quality  and  on  the  whole  the  relief 
constitutes  a  valuable  addition  to  the  known  list  of  the  artist’s 
productions. 


*  Reproduced  in  “Les  Arts”  February,  1909,  p.  i. 

*  See  reproduction  of  these  reliefs  in  Bode;  Denkmaler  der  Renaissance  Skulptur  Toscana’s, 
pi.  423-424,  also  Venturi:  Storia  dell’  Arte  Italiana  VI,  p.  669-670. 

=  Catalogue  .  .  .  Collection  Seilliere,  1890  pi.  No.  332.  This  relief  as  well  as  the  one  from  the 
Mege  collection,  is  here  according  to  our  knowledge  for  the  first  time  attributed  to  our  master. 
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SOME  RECENT  ACC^ISITIONS  OF  THE 
FOGG  MUSEUM 


LOSELY  connected  with  the  interesting  double  portrait  which  we 


V_><  described  in  the  June  1921  issue  of  this  magazine,  both  as  regards 
its  approximate  date  and  its  artistic  origin,  is  a  recent  painting  which 
has  also  lately  found  a  home  in  the  Fogg  Museum.  This  is  a  large 
arched  panel  representing  the  Blessed  \drgin  seated  in  an  almond- 
shaped  glory  (Fig.  i),  in  the  act  of  being  transported  into  Heaven  Iw 
six  soaring  Angels,  while  she  lets  down  her  girdle,  as  a  parting  gift,  to 
St.  Thomas.  The  shape  of  the  panel  itself,  together  with  the  frag¬ 
mentary'  condition  of  the  Apostle’s  figure  and  of  the  neighboring  palm- 
tree,  render  it  quite  evident  that  we  have  here  what  was  but  the 
upper  portion  of  a  once  considerably  larger  and  more  imposing  altar- 
piece  of  the  Assumption.  This  painting  has  also,  like  its  predecessor, 
been  taken  for  a  Sienese  work  and  was  held  to  be  such  at  the  time  of 
its  passage  to  the  Museum.  Although  unacquainted  with  the 
original,  the  excellent  photographic  reproduction  kindly  sent  us  by 
the  Director,  shortly  after  the  picture’s  acquisition,  was  quite  suffi¬ 
cient  to  permit  of  an  immediate  recognition  of  the  painting’s  true 
derivation.  The  marked  types,  with  their  straight-bridged  and  {pro¬ 
jecting  noses,  the  peculiar  drawing  and  lighting  of  the  hair  and  eyes, 
the  folds  and  shading  of  the  draperies,  the  shape  of  the  hands,  all 
{Point  clearly  to  a  contenqporary  and  fellow-citizen  of  Giovanni  di 
Marco,  and  more  {precisely  to  the  anonymous  {painter  known  to  iipod- 
ern  students  as  the  “Maestro  del  Bambino  \'is{Po”  or  “Master  (pf  the 
Lively  Child.”  We  owe  this  not  altogether  felicitous  a{P{Pellati(pn  to 
Dr.  Siren,  who  likewise  deserves  the  credit  of  having  been  the  first  to 
reconstruct  its  bearer’s  artistic  {pers(pnality.  As  a  {painter,  (Pur 
“Maestro”  belongs  to  the  same  groiqp  of  miiKpr  but  freslily  charming 
and  by  no  means  ungifted  artists  which  C(punled  among  its  numbers 
Bicci  di  Lorenzo,  Barri  S{pinelli,  Rossell(P  di  Jac(P{)(p  I'ranchi,  .\ndrea 
di  Guisto,  and  Gi(P\anni  di  .Marc(p.  Witli  R(PSsello  I'ranchi,  more* 
es{)ecially,  the  chpsest  of  relati(pns,  iKPt  (pnly  in  his  ty{H‘s  and  forms, 
but  also  in  his  \'ery  evident  deri\ati(pn  from  Lorenz(p  .Monaco.*  d'ho 
{picture  in  the  h'cpgg  .Museum  has  e\ery  a{){Pearance,  in  tlu'  jphoto- 

'  of  the  (lircct -Sienese  iiillueiice,  mi  l  in  irc  especi.illy  of  tli.U  of  Bariolo  ili  l''reili,  which  cert.iiii 
critics  have  thou|{ht  to  rccogniite  in  his  style — as  well  as  in  lh.it  of  l.oren/o  Monaco — wc  can  only 
say  that  such  an  inlluence  is  far  more  apparent  th.in  real.  Nor  can  wc  in  ,iny  w.iy  lirin^;  ourselves 
to  share  iPr.  Sircti’s  recent  identilication  of  the  “Maestro  del  H.iniliino  Visiio"  witli  i’.irri  Spinelli 
Arcyzo,  whos<‘  very  iierson.il  art  remains,  in  our  opinion,  wholly  distinct  from  ih.il  of  our  p.iinter. 


graph,  of  being  a  highly  typical  example  of  its  author’s  manner;  nor 
is  there  any  reason  for  us  to  doubt  that  its  color  is  as  characteristic 
as  its  design.  Once  again,  for  the  sake  of  those  who  may  call  for  some 
further  demonstration  of  the  correctness  of  our  attribution,  we 
reproduce  an  unquestioned  painting  by  the  master,  in  the  shape  of 
the  “Dormition  of  the  Virgin”  (Fig.  2)  in  the  Johnson  Collection^  at 
Philadelphia — one  of  the  few  pictures  by  this  artist  hitherto  known 
as  existing  in  America. 

By  a  somewhat  unusual  co-incidence,  which  reminds  us  of  the 
adage  that  it  never  rains  but  that  it  pours,  the  Boston  Museum  of  Fine 
Arts,  close  neighbor  and  spiritual  mother  to  the  Fogg,  has  also  quite 
lately  come  into  the  possession — thanks  to  the  generosity  of  Mrs. 
Mary  R.  Richardson  of  Florence,  Italy — of  no  less  than  three  other 
panels  which  we  do  not  hesitate  to  ascribe  to  our  “Maestro.”  These 
panels,  which  were  formerly  in  Mrs.  Richardson’s  own  collection  at 
Florence,  are  evidently  fragments  of  a  dismembered  altar-piece.  In 
the  largest  of  them  are  represented  two  full-length  figures  of  saints 
(Fig.  3),  which  from  their  Deacons’  garments  and  from  their  accom¬ 
panying  symbols — a  mill-stone  in  the  case  of  the  one  and  two  smaller 
stones  on  the  head  of  the  other — are  clearly  meant  to  portray  St. 
Vincent  and  St.  Stephen.  In  each  of  the  two  other  panels,  which, 
from  their  shape  and  size,  appear  to  have  formed  part  of  a  predella, 
's  a  seated  figure  of  a  Prophet  between  two  Angels  (Figs.  4,  5).  The 
fact  that  each  of  these  two  figures  (Jeremiah  in  the  one  instance, 
Isaiah  in  the  other)  seems  to  be  receiving  the  homage  of  one  particular 
angel,  while  the  other  celestial  messenger  is  turned  away  as  if  in 
attendance  upon  some  other  personage,  points  to  the  original  presence 
in  the  predella  of  at  least  two  other  Prophets.  We  may  likewise  take 
it  for  granted  that  the  standing  figures  in  the  larger  panel  were 
similarly  supplemented  by  two  others,  representing,  most  probably, 
Sts.  Lawrence  and  Leonard.  Apart  from  their  interest  as  represen¬ 
tative  productions  of  a  comparatively  little-known  painter — an  inter¬ 
est  which  they  share  with  the  picture  in  the  Museum  at  Cambridge — 
the  panels  at  Boston  are  conspicuous,  above  all  else,  for  their  extraor¬ 
dinarily  vivid  and  powerful  coloring.  We  can,  in  fact,  call  to  mind  no 
other  paintings  by  their  author — all  of  whose  works  are  more  or  less 
remarkable  for  their  chromatic  effectiveness — that  can  be  said  to 
equal  them  in  vigor  and  brilliancy  of  tone.  Nor  does  the  pure  quality 

^  These  pictures  as  will  readily  be  seen  from  the  reproduction  are  really  the  tw'o  parts  of  what 
was  originally  a  single  composition.  Reproductions  of  the  pictures  mentioned  in  this  article  follow 
page  44. — Editor 
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of  the  different  tints  appear  to  have  suffered  any  radical  alteration 
during  the  five  centuries  that  have  elapsed  since  the  paintings  left 
their  author's  hands.  As  examples  of  the  admirably  lasting  char¬ 
acter  of  the  tempera  technique  of  their  period,  these  Boston  panels 
can  scarcely  fail  to  arrest  the  attention  of  the  growing  number  of  stu¬ 
dents  who  are  interested  in  the  more  purely  scientific  side  of  early 
Italian  painting. 

W'e  may  bring  this  note  to  a  close  with  a  brief  mention  of  yet 
another  panel-picture  belonging  to  this  same  period  and  class  of 
Florentine  art,  which  has  come  to  the  Fogg  iVIuseum  in  the  shape  of  a 
gift  from  Mr.  Bernard  Berenson.  This  is  an  oblong  predella-piece 
representing  the  Nativity  (Fig.  6)  which,  in  its  gentle  charm  and  sen¬ 
timent,  no  less  than  in  its  forms,  is  a  very  typical  little  work  of  Bicci 
di  Lorenzo.  Although  paintings  by  Bicci  are  by  no  means  rare,  the 
decorative  qualities  and  the  simple  inner  grace  of  this  painter’s  un¬ 
pretentious  but  ever  winsome  art,  are  as  yet  far  from  being  justly 
appreciated  either  by  students  or  collectors.  To  his  other  qualities, 
Bicci  adds  a  technical  proficiency  and  a  gift  for  pure  and  pleasing 
color  in  no  way  inferior  to  those  of  most  of  his  contemporaries,  and 
which  reach,  in  certain  of  his  works,  a  degree  of  notable  refinement. 
Although  not  unaffected  by  Lorenzo  Monaco,  his  art  owes  much 
less  to  that  master  than  does  that  of  most  of  his  above-mentioned 
companions.  That  he  received  his  early  training  from  his  father, 
Lorenzo  di  Bicci — a  painter  well  known  to  records,  but  whose  artistic 
personality  remains  as  yet  undetermined — is  more  than  likely.  He 
seems,  nevertheless,  to  hav'e  l)een  but  partially  indebted  to  Lorenzo’s 
I)aternal  guidance  for  the  formation  of  his  style,  which  shows  strongly- 
marked  affinities  to  that  of  Masolino  and,  again,  to  that  of  ( wntile  da 
h'abriano.  Despite  the  undeserved  lack  of  appreciation  from  which 
he  has  so  far  suffered,  paintings  by  Bicci  arc  to  be  seen  in  several 
collections  in  America — in  that  of  Mr.  and  Mrs.  Blumenthal  at  New 
^'ork,  in  that  of  Mr.  Walters  at  Baltimore,  and  in  the  Metropolitan 
Museum.  A  very  pleasing  little  Madonna  by  the  master  is  also,  if  we 
are  not  mistaken,  in  the  possession  of  Mr.  Backus  at  I'.nglewood,  X.  J. 

The  acciuisition  of  the  pictures  mentioned  in  this  note  has  enabled 
the  I'ogg  Museum  to  fill,  at  least  in  part,  what  was  a  notable  gap  in  its 
admirable  little  collection. 
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American  Portraits,  Early 

During  the  past  month  there  has  been  a  notable  collection  of  portraits 
by  the  early  American  masters  on  view  at  the  Knoedler  Galleries.  The 
Gilbert  Stuart’s  were  a  specially  impressive  feature,  and  included  both  of  the 
“Washington’s” — the  one  showing  the  right  and  the  other  the  left  side  of 
the  face.  The  loosely  painted  and  lovely  “Ozias  Humphrey,”  formerly  one 
of  the  prized  possessions  of  the  late  Charles  Henry  Hart,  and  another  ex¬ 
ample,  the  “Portrait  of  an  Irish  Gentleman,”  a  picture  quite  as  freely  handled 
and  fine  in  tone,  are  both  doubtful  attributions.  Compared  with  such  master¬ 
pieces  as  the  Stuarts  and  the  important  “Portrait  of  John  Gray”  by  Copley, 
the  sweet  candy-like  color  and  simpering  inanity  of  Sully’s  “Mrs.  Mcllvaine” 
and  the  painted  wooden  effigies  in  West’s  large  “Drummond  Family”  group 
seemed  like  impertinences. 

Blake,  William 

The  exhibition  of  important  water  color  drawings  by  William  Blake  to 
illustrate  Dante’s  Divina  Commedia  opened  by  Messrs.  Scott  &  Fowles  on 
October  15th,  provided  an  opportunity  of  studying  the  work  of  that  master 
of  imaginative  design  never  before  presented  here.  The  exhibition  was  un¬ 
usually  successful,  all  of  the  drawings  being  acquired  by  American  collectors. 

Thayer,  Abbott  H. 

Many  unfamiliar  and  fine  pictures  from  the  brush  of  the  late  Mr.  Thayer 
will  be  shown  at  the  Milch  Galleries  this  month  by  the  artist’s  family.  The 
visitor  will  be  enabled  to  form  some  sort  of  definite  idea  of  his  abilities  and 
probable  place  in  the  history  of  our  art  from  the  study  of  the  canvases  exhib¬ 
ited.  The  estimates  published  recently  of  his  work — ^chiefly  by  personal  friends 
and  naturally  exaggerated — are  grossly  erroneous.  However,  it  is  safe  to  say 
that  his  will  be  a  place  high  in  the  annals  of  American  art. 

Old  Masters 

At  the  Ehrich  Galleries,  where  one  may  always  find  interesting  examples 
of  the  old  masters  of  all  schools,  among  the  works  shown  during  October  was 
a  sprightly  little  picture  of  a  Lady  at  a  Spinet  by  Pieter  de  Hoogh  and  an 
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unusually  fine  tondo  portrait  of  Heymian  Dullaert,  painter  and  poet,  by  the 
Dutch  landscapist,  Philips  Koninck,  engraved  in  “Houbraken,”  which  for  a 
long  time  passed,  unchallenged,  as  a  Rembrandt.  There  was  also  a  very  loose 
and  freely  painted  still-life  of  inviting  eatables  by  the  French  master,  Chardin. 

NEW  ART  BOOKS 

A  Catalogue  of  Paintixgs  ix  the  Collectiox  of  Mr.  axd  Mrs.  Ch.\rles  P. 

Taft.  By  Maurice  W.  Brockwell.  New  York  City.  Privately  printed. 

1920.  Crown  octavo. 

A  scholarly  and  e.xhaustive  treatise  upon  the  important  and  interesting 
gathering  of  old  and  modern  masters  in  the  home  of  Mr.  and  Mrs.  Taft  in 
Cincinnati — a  collection  rich  in  examples  of  the  great  Dutch  masters,  the 
English  portrait  painters  of  the  Eighteenth  century  and  the  later  French 
school. 

Americax  Portrait  Paixters  ix  Mixiature.  By  Theodore  Bolton.  Illustrated. 

Octavo.  New  York.  1921.  300  copies  privately  printed. 

Mr.  Bolton  has  made  a  comprehensive  register  of  all  of  the  native  miniature 
painters  before  1850  with  lists  of  their  known  works.  Characteristic  examples 
of  some  of  the  artists  are  reproduced  to  illustrate  their  style.  The  book  is 
finely  printed  and  presents  some  novelties  in  the  way  of  make-up.  It  is  a 
pioneer  volume  in  a  field  of  peculiar  interest  and  can  be  recommended  to  all 
students  of  early  American  portraiture. 

Americax  Samplers.  By  Ethel  Stanwood  Bolton  and  Eva  Johnston  Coe.  Illus¬ 
trated  in  color  and  halftone.  Small  quarto.  Mass.  Society  of  the  Colonial 

Dames.  Boston.  1921. 

This  generous  volume  of  416  pages  provides  a  definite  starting  point  for  the 
further  study  of  a  fascinating  subject.  It  is  a  veritable  mine  of  infonnation 
and,  so  far  as  it  goes,  seemingly  final  in  its  painstaking  accuracy.  Lists  of  the 
earliest  samplers  known  in  various  states,  the  earliest  appearance  of  many 
designs  and  registers  of  specimens  of  the  seventeenth,  eighteenth  and  early 
nineteenth  centuries  are  included.  There  is  also  an  anthology"  of  sampler 
verses  and  a  list  of  schools  mentioned  in  the  specimens  e.xamined.  Naturally 
hundreds  of  samiilers  unknown  to  the  autliors  do  not  appear  in  the  lists — 
otherwise  one  will  find  little  or  no  fault  with  the  volume. 

Ciii.VESE  Pottery  of  tup;  Hax,  T’axi;  axd  Suxg  Dvxasthcs.  Owned  and 

Exhibited  by  Parish-W’atson  <S:  Co.,  Inc.  Illustrated  in  color.  Ouarto. 

Limited  editif)n  on  handmade  paper.  .New  \ Ork.  iqij. 

.■\n  unusually  enlightening  and  authoritative  catalogue  prt'parid  for  com¬ 
mercial  use.  It  is  really  a  commendable  poi)ular  tri'atise  with  extremely 
attractive  illustrations  from  winch  one  gcUs  ;i  very  truthful  idea  of  the  anciiuit 
potteries,  so  be.iutiful  in  fonu  and  in  .softly  mellowed  color. 

DANIEt.  11.  BfRXllANt,  .\k(  lit  II:(  I  .\M)  Pi.AWP.k  OP  CliiP.s  By  Ch.irles  Moore. 

Illustrated.  Sm.ill  folio.  Iloughton,  Mifllin  Co.,  Boston  .md  .New  \’ork. 


.S3 


Mr.  Burnham’s  conspicuous  contributions  to  the  development  of  architec¬ 
tural  taste  and  pioneer  work  in  the  planning  of  properly  laid  out  towns  and 
cities  is  fittingly  described  at  length  in  the  two  handsome  volumes  herewith. 
The  list  of  the  buildings  designed  and  city  plans  made  by  Mr.  Burnham  is  a 
very  impressive  evidence  of  his  ability  as  well  as  his  facility. 

Furniture  of  the  Pilgrim  Century.  1620-1720.  Including  Colonial  utensils 
and  hardware.  By  Wallace  Nutting.  Illustrated.  Sm.  4to.  Marshall  Jones 
Company.  Boston.  1921. 

An  authoritative  and  fascinating  as  well  as  an  exhaustive  book  on  the 
work  of  the  earliest  native  craftsmen.  The  illustrations  include  reproduc¬ 
tions  of  many  unique  pieces  of  domestic  furniture,  some  of  them  quaint 
-and  sturdy,  some  singularly  graceful  and  charming.  Measurements  and 
careful  descriptions  of  the  various  objects  enable  one  to  form  a  general  idea 
of  their  appearance  and  enlarge  one’s  knowledge  of  the  subject.  It  is  a  pleas¬ 
ure  to  recommend  this  volume  to  all  who  are  interested — it  will  generously 
repay  painstaking  study  on  the  part  of  both  the  student  and  the  collector. 

The  Portraits  of  Dante.  By  Frank  Jewett  Mather,  Jr.  Illustrated.  Cr.  8vo. 
Princeton  University  Press.  Princeton,  N.  J.  1921. 

Dr.  Mather’s  scholarly  treatise,  in  which  practically  all  of  the  known 
portraits  of  Dante  previous  to  1600  are  considered  in  relation  to  the  measure¬ 
ments  of  the  poet’s  skull,  is  a  work  of  timely  interest  in  connection  with  the 
current  Dante  centenary.  Historically,  and  as  a  definite  contribution  to 
knowledge  of  a  matter  of  importance  to  students  and  critics  of  art  its  value 
is  permanent. 

CORRECTION 

In  the  List  of  the  Works  of  Niccolo  Di  Pietro  Gerini  and  of  His  Immediate 
Following  by  Prof.  Richard  Offner,  beginning  on  page  234  of  the  last  (October 
1921)  issue  of  this  magazine,  the  following  correction  should  be  noted: 

All  that  follows  the  item — 

1401  Florence  Academy.  Left  Compartment  of  Triptych. 

should  follow  the  item — 

Chicago,  III.  Mr.  Martin  Ryerson.  Virgin. 

and  the  items  under  the  heading  “Works  by  Gerini’s  Immediate  Following” 
ending  in  the  item — 

Florence,  Sta  Felicita.  Chapter  Hall.  Annunciation  (?) 

Left  Transept.  Nativity  (?) 

should  follow  the  item,  at  present  the  last,  which  begins 

1408-9  Florence.  Or  S.  Michele,  first  pillar  right,  St.  Nicholas. 

and  ends 

“These  are  the  last  works  by  Niccolo  known  to  us.” 
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ROMNEY’S  PORTRAIT  OF  LADY  ARABELLA  WARD 
BY  MAURICE  W.  BROCKWELL 

Many  had  imagined  that  the  art  collection  of  Mr.  Joseph  E. 
Widener,  the  fame  of  which  is  world-wide,  was  now  finally 
constituted.  But  he  has  lately  acquired  Romney’s  famous, 
but  not  recently  exhibited,  portrait  of  Lady  Arabella  Ward.  The 
picture  is  a  three-quarter  canvas,  in  the  eighteenth  century  language 
of  the  studio,  and  represents  her  in  pale  blue  dress,  black  shawl 
and  white  muslin  bodice,  with  a  blue  velvet  band  round  her  neck. 
But  above  all  we  notice  the  large  hat,  the  under  brim  of  which  is 
lined  with  light  blue.  Her  hair  is  powdered  and  she  looks  out  to 
the  left.  The  lady  was  born  in  1757  and  we  read  in  the  Gentle¬ 
man's  Magazine  for  1783  (p.  180)  that  in  February  “Lady  Ara¬ 
bella  Crosbie  was  married  to - Ward,  Esq.  of  the  Kingdom  of 

Ireland.”  The  next  number  of  the  Magazine  is  more  precise,  as 
it  tells  us  of  the  marriage  of  “Lady  Arabella  Crosbie,  sister  to  the 

Earl  of  Glandore,  to - Ward,  Esq.,  of  Castle  Ward,  County  of 

Dowm,  in  Ireland.” 

Before  very  long  she  gave  her  first  sitting  to  Romney  for  this 
canvas,  which  measures  thirty  inches  by  twenty-five.  For  we  find 
in  Romney’s  Diary  under  March  15,  1783,  the  entry:  “Lady  A. 
Ward  at  3.”  There  is  a  long  interval  between  that  sitting  and  the 
next,  and  the  reason  is  not  difficult  to  find.  Her  two  eldest  sons 
were  born  in  1785  and  1786,  and  their  deaths  in  infancy  doubtless 
occasioned  the  interruption  in  the  sittings.  However,  on  November 
19,  1787,  we  find  the  entry:  “Mr.  Ward  at  2,  Lady  A.  Ward  at  i.” 
Her  name  occurs  again  several  times  in  that  and  the  following 
month.  On  January  12,  1788,  her  name  appears  for  the  last  time. 
Ward  and  Romney  tell  us  that  on  June  14  of  that  year  Romney  gave 
a  receipt  to  “.Mr.  Ward  for  his  and  Lady  A.  Ward’s  portraits,  3 
qrs.,  in  full,  £47.5/ — .  Both  sent  off  to  the  care  of  Samuel  Johnston, 
Liverpool,  June  17,  1788.”  The  price  is  just  what  we  should  have 
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expected,  as  we  know  that  in  1781  Romney  was  asking  twenty 
guineas,  and  by  1787  twenty-five  guineas  for  a  portrait  of  this  size. 
How  much  cheaper  Romney’s  portraits  were  than  Reynolds’s  is 
shown  by  the  fact  that,  as  early  as  1766,  the  future  President  was  get¬ 
ting  fifty  guineas  for  such  a  portrait.  Yet  beyond  all  question  the 
works  of  the  cheaper  practitioner  are  to-day  in  a  far  finer  state  of 
preservation.  The  receipt  in  question  seems  to  show  that,  when 
originally  commenced.  Lady  Arabella’s  portrait  would  cost  only 
twenty  guineas  and  so  would  prove  that  it  was  not  until  after  March, 
1783,  that  Romney  raised  his  fee.  The  consequence  was  that  in  this 
case  the  husband,  who  first  sat  November  3,  1787,  had  to  pay  the 
higher  fee.  This  is  strange,  when  we  consider  the  financial  dis¬ 
parity  to-day  between  a  male  and  a  female  portrait  of  the  same 
quality. 

But  what  is  known  of  the  Crosbie  family? 

According  to  Charles  Smith,  the  Irish  family  of  Crosbie  or 
Crosby  is  a  branch  of  the  English  family  of  that  name.  Although 
Smith  did  not  go  deeper  into  the  question,  we  may  point  to  the  men¬ 
tion  of  the  Crossebie  family  in  England  in  the  time  of  Edward  II 
and  to  Sir  John  Crosbie  who,  7  Edward  IV,  was  returned  to 
Parliament  as  a  representative  for  the  City  of  London  together  with, 
strangely  enough,  John  Warde.  Sir  John  Crosbie,  Mayor  of  the 
Sraple — or  mart  for  the  importation  of  merchandise — at  Calais  circa 
1470,  is  famous  as  having  built  Crosbie  House,  his  magnificent 
house  in  Bishopsgate  Street. 

Smith  holds  that  toward  the  latter  end  of  Queen  Elizabeth’s 
reign  the  Crosbie  family  settled  in  Kerry,  being  descended  from 
a  family  of  the  name  in  Great  Crosbie  in  Lancashire.  This  was, 
doubtless,  another  branch  of  the  family.  At  least  as  early  as  the 
reign  of  Henry  VHI  the  name  is  found  in  Ireland,  as  a  Crosbie 
was  Prior  of  Trim,  County  Meath,  at  that  time.  Jeremiah  King 
informs  us  that  on  December  31,  1600,  Patrick  Crosbie  declared  that 
he  was  of  English  blood,  his  family  name  having  been  Crosby  or 
Crosbie  ever  since  8  Edward  IV.  (He  evidently  referred  to  Sir 
John  Crosbie,  then  representative  in  Parliament,  as  we  have  shown.) 
According  to  O’Donovan  and  other  authorities,  the  Crosbie  family 
is  of  Irish  origin;  and  they  say  that  the  first  Crosbie  of  note  was 
son  of  the  “Chiefe  Rhymor  of  O’Moore,”  who  was  named  Patrick 
MacCrossan,  dexterously  anglicized  Crosby  or  Crosbie.”  In  any 


event,  there  were  in  Ireland,  late  in  Queen  Elizabeth’s  reign,  Patrick 
Crosbie  and  his  brother  John.  John  Crosbie  was  prebendary  of 
Disert,  and  was  advanced  to  the  Episcopal  sees  of  Ardfert  and  Agha- 
doe  by  the  privy  seal  of  Elizabeth,  October  2,  1600.  Dying  in  1621, 
he  became  the  ancestor  of  the  Crosbies  of  Ardfert,  who  now  con¬ 
cern  us.  Sir  Maurice  Crosbie,  of  Ardfert,  was  in  1758  created  Baron 
Branden,  and  his  eldest  son,  William,  married  firstly  Lady  Theodosia 
Bligh,  daughter  of  John,  first  Earl  of  Darnley.  (The  intermarriage 
of  the  Crosbie  and  Bligh  families  is  of  interest  for  us,  as  Mr. 
Widener  possesses,  in  one  of  Gainsborough’s  finest  canvases,  the  por¬ 
trait  of  John,  fourth  Earl  of  Darnley,  who  was  a  nephew  of  Lady 
Theodosia  Bligh  and  a  cousin  of  the  Hon.  Edw^ard  Ward  who,  as 
we  shall  see,  married  his  cousin  Lady  Arabella  Ward.) 

William  Crosbie,  who  succeeded  his  father  as  second  Baron 
Branden  in  1762,  was  in  1771  created  Viscount  Crosbie  of  Ardfert 
and  five  years  later  Earl  of  Glandore.  Having  married,  secondly, 
Jane,  widow  of  John  Ward,  the  Earl  died  in  Dublin  in  1781.  He 
had  issue,  Maurice  (who  died  young),  John,  who  succeeded  him  and 
married  the  Hon.  Diana  Sackville,  Lady  Anne  Crosbie,  Lady  Theo¬ 
dosia  Crosbie,  and  Lady  Arabella,  who  now  concerns  us.  She  would 
be  known  as  Miss  Arabella  Crosbie  until,  when  she  was  five,  her 
father  succeeded  to  the  Barony  of  Branden,  and  as  the  Hon.  Arabella 
until  her  father  was  created  an  Earl  in  1776.  After  that  date  she 
would  have  the  courtesy  title  of  Lady  Arabella  Crosbie,  and  on  her 
marriage  in  February,  1783,  she  would  be  entitled  the  Hon.  Lady 
Arabella  Ward. 

The  Hon.  Edward  Ward  was  the  younger  son  of  Bernard  Ward, 
created  Baron  Bangor  of  Castle  Ward  in  1770  and  Viscount  Bangor 
eleven  years  later.  The  first  Viscount  married  Anne,  widow  of 
R.  H.  Magill,  and  daughter  of  John,  first  Earl  of  Darnley  already 
mentioned.  The  second  Viscount,  adjudged  lunatic  before  1785, 
died  unmarried  in  1827.  In  consequence,  the  Bangor  honors  and  es¬ 
tates  passed  to  his  nephew,  Edward  Southwell  \\’ard,  who,  born  1790, 
was  the  third  hut  eldest  surviving  son  of  Lady  Arabella  Ward.  From 
him  the  pair  of  portraits  passed  to  his  grandson,  the  fifth  Viscount, 
who  sent  them  from  Castle  Ward  to  be  exhibited  at  the  Royal  Hi¬ 
bernian  Academy  in  1902.  The  one  before  us  was  also  shown  in 
London  in  the  following  year,  when  it  was  engraved  by  Scott  Bridge- 
water.  In  March,  1917,  the  sixth  Viscount,  the  great-grandson  of 


Lady  Arabella,  sold  the  portrait  which  lately  passed,  but  not  directly, 
to  Mr.  Widener. 

Lady  Arabella  survived  her  husband  a  year,  and  passed  away 
November  19,  1813,  at  the  age  of  fifty-six,  as  the  Gentleman's  Maga¬ 
zine  tells  us:  “at  Capel  Carig  {sic)  on  her  return  from  Ireland,  Rt. 
Hon.  Lady  Arabella  Ward,  relict  of  Hon.  Edward  Ward  of  Castle 
Ward,  Down,  sister  to  the  present  Earl  of  Glandore.” 

In  April,  1782,  just  one  year  before  Lady  Arabella  first  appeared 
in  Romney’s  studio,  Emma  Hart  had  sat  for  the  first  time  to  “the 
man  in  Cavendish  Square”  who,  when  our  canvas  was  first  taken  in 
hand,  was  notoriously  under  the  Circe-like  spells  of  the  “Divine 
Emma”  and  his  fame  firmly  established.  This  was  the  moment  when 
Romney  set  himself  to  paint  the  poetic  idealizations  of  English 
female  beauty  which  include  Miss  Rodbard  with  her  skye-terrier, 
Lady  Milner,  Lady  Rouse-Boughton  and  many  others.  We  may 
note  that  it  had  been  intended  to  paint  the  child  into  the  picture 
with  Lady  Rouse-Boughton,  but  the  idea  was  abandoned.  Some¬ 
thing  of  the  kind  may  even  have  been  discussed  regarding  Lady 
Arabella  and  her  two  infants.  Before  our  canvas  was  sent  home  the 
magnificent  portrait  of  Edmund  Burke  had  been  achieved,  and 
Romney  and  Alderman  Boydell  were  discussing  proposals  for  the 
ill-fated  Shakespearean  Gallery. 

By  this  acquisition  Mr.  Widener  possesses  five  Romney  por¬ 
traits.  Of  these  the  earliest  is  the  “William  Petrie”  of  1777,  from 
which  we  see  that  our  artist  had  still  something  to  learn  as  a  colorist 
when  he  settled  down  in  Cavendish  Square.  Even  in  the  “Misses 
Mordaunt,”  painted  three  years  later,  the  sentiment  is  a  little  sim¬ 
pering  and  the  composition  not  sufficiently  harmonious.  But  the 
mastery  of  his  brushwork  on  our  canvas  is  again  emphasized  if  we 
inspect  the  “Mrs.  Blair,”  of  the  same  year.  For  each  is  marked 
by  self-composure,  and  the  sense  of  line  plays  round  the  large  wide- 
brimmed  hat.  Equally  decisive  in  its  utterance  is  the  fifth  Romney, 
“Captain  Cooper,”  of  1795.  At  this  stage  of  his  maturity  his  color 
is  pure  and  limpid,  his  design  free,  his  brushwork  direct  and  simple. 
Indeed,  the  whole  effect  of  our  canvas  is  synthetically  pleasing  in  the 
consummation  of  the  pictorial  design,  and  that,  after  all,  is  what 
one  looks  for  in  any  really  great  picture. 

Lady  Arabella  was  the  sister-in-law  of  the  Hon.  Diana  Sack- 
ville,  afterward  Viscountess  Crosbie  and  Countess  Glandore.  whose 
portrait  by  Reynolds  is  in  the  collection  of  Lord  Glenconner. 


ITALIAN  PICTURES  AT  THE  NEW  YORK  HISTORICAL 
SOCIETY  AND  ELSEWHERE:  II  •  BY  RICHARD 
OPENER 

The  small  early  Sienese  Crucifixion^  (Fig-  0  defies  all  the 
efforts  of  connoisseurship  to  attribute  it  to  any  known  master. 
Mr.  Berenson^  suggests  an  imitator  of  Ugolino  Lorenzetti, 
but  I  cannot  feel  satisfied  an  imitator  of  a  master,  whose  activity  ad¬ 
mittedly  begins  ca.  1325,  could  have  painted  anything  so  close  to 
Duccio.  The  picture  might  more  properly  be  ascribed  to  an  imitator 
of  Duccio,  particularly  as  parts  of  it  have  been  taken  directly  from 
one  of  his  works.  Mary,  the  two  holy  women  supporting  her,  the 
Evangelist,  the  Christ,  the  old  man  on  the  right  screening  his  mouth 
with  his  hand,  derive,  in  spite  of  departures  and  perhaps  deliberate 
disguises,  from  the  Crucifixion  originally  on  the  back  of  Duccio’s 
Maesta  (1308-1311),  and  the  soldier  in  the  foreground  confesses 
close  kinship  with  the  figure  to  the  right  of  Christ  in  Christ  before 
Annas  which  forms  part  of  the  same  altarpiece. 

Poor  as  the  gifts  of  our  painter  were,  he  reconceived  the  action 
and  reinterpreted  the  dramatic  emotion.  Where  he  strove  inde¬ 
pendently  he  achieved  exactly  what  he  had  hoped  for — a  heightened 
realism.  But  it  is  in  the  vision  of  the  ultimate  realities,  of  that 
aspect  of  things  from  which  all  human  activity  derives  its  sig¬ 
nificance,  that  our  painter  fails.  Genius  is,  in  its  creative  moods, 
penetrated  and  exalted  by  the  organic  necessity  of  informing  its 
materials  with  this  sustained  vision.  Instead  of  the  spiritual  intensity 
and  emotional  collectedness  of  Duccio’s  composition,  we  get  in¬ 
creased  sensibility.  The  Evangelist  and  the  women  with  their 
agonized  faces  move  like  wavering  shadows  about  a  flickering 
candle,  while  the  body  of  the  Virgin  writhes  up  toward  a  limp  and 
nerveless  Christ. 

In  spite  of  the  worn  and  battered  surface  on  which  the  livid 
greens  haunt  the  corroded  flesh,  the  closeness  of  our  picture  to  the 
original  is  evident  in  the  types,  the  sharp  treatment  of  the  folds,  the 
fashion  of  the  hands,  and  the  color.  The  silhouette  of  Christ’s  head, 
moreover,  would  tend  to  carry  the  date  toward  the  thirteenth  century. 

To  attribute  the  Crucifixion  to  Segna  or  Ugolino  would  be  as 
ingenuous  as  to  deny  it  to  either,  and  this  because  their  outlines  are 
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still  so  vague.  We  may  be  fairly  certain,  however,  that  it  was  painted 
shortly  after  13  ii  by  a  close,  limited,  but  by  no  means  servile  fol¬ 
lower  of  Duccio. 

One  might  hesitate  with  Mr.  Rankin,^  or  defy  the  alternative 
with  Herr  Suida,^  in  ascribing  the  other  Crucifixion^  (Fig-  2)  to 
Giovanni  da  Milano.  The  dilemma,  however,  must  be  laid  before 
the  insistence  of  qualitative  testimony. 

It  will  be  necessary  to  first  overcome  the  shock  produced  by  the 
false  psychology  of  the  two  terminal  figures  of  the  central  symmetry, 
the  Evangelist  and  the  woman  behind  the  Virgin,  in  order  to  prop¬ 
erly  estimate  this  otherwise  delightful  picture. 

The  lower  part  of  the  composition,  while  conceived  in  a  tra¬ 
ditionally  Florentine  manner  with  the  figures  establishing  a  founda¬ 
tion  for  the  upper  portion,  swings  into  a  deep  festoon  that  is  caught 
up  on  either  side  by  the  symmetrical  angels.  The  ungainly  con¬ 
traction  of  the  horse  was  felt  to  be  necessary  to  prevent  the  break 
of  the  curve.  At  the  top  the  cross-bar  cuts  off  the  composition  and 
more  definitely  delimits  it.  The  rhythmic  distribution  of  lights 
and  darks  in  the  lower  group  produces  the  desirable  effect  of  a 
crowd,  and  the  juxtaposition  of  violently  contrasting  values,  a  strong 
emphasis  of  the  important  figures.  Above,  the  loftily  conceived  body 
of  Christ,  so  ingeniously  incorporated  with  the  cross,  spreads  a  vast 
isolation  about  itself  against  golden  stretches  of  space.  It  main¬ 
tains  almost  absolute  symmetry  within  the  living  rhythms  of  its  con¬ 
tours.  All  the  faces  are  turned  up  toward  the  peace-possessed  head 
except  those  of  one  distraught  woman  and  the  swooning  Virgin. 
One  recognizes  in  her  a  deliberate  repetition,  in  position  and  feature, 
of  the  figure  on  the  Cross.  She,  also,  shrouded  in  black,  is  crucified, 
and  the  two  thus  distinguished  and  isolated  are  sunk  in  their  divine 
despair  amid  the  wide-eyed  mourners  and  worshippers. 

Our  small  panel  is  a  lyric,  solemnizing  the  Son’s  longing  for 
the  Mother  and  the  Mother’s  fainting  for  the  love  of  her  Son.  But 
Giovanni  does  not  reach  the  depths.  He  distinguishes  himself  from 
his  older  contemporaries  by  achieving  dramatic  concentration  with¬ 
out  dramatic  intensity. 

Almost  every  one  of  his  peculiarities  occurs  here.  His  profiles 
alone  betray  him.  Compare,  for  example,  the  woman  at  the  extreme 

1  The  Scrip,  1906,  p.  15. 

2  Florentinische  Maler  uni  die  Mitte  des  lAten  Jahrhunderts,  p.  34. 
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left  with  the  donors  in  Giovanni’s  lunette  at  the  Metropolitan  Mu¬ 
seum;  or  the  mask  of  the  St.  Francis  (with  the  sunken  temple,  with 
the  peculiar  structural  conformation  about  the  eye,  the  prominent 
cheek-bone)  with  the  Magdalen  in  the  Pieta  at  the  Academy  in 
Florence,  or  with  the  heads  of  St.  Stephen  and  St.  Lawrence  in  the 
wings  of  the  Ognissanti  altarpiece  at  the  Uffizi.  The  drapery  of 
the  woman  at  the  extreme  left  falls  like  that  of  the  votary  on  the 
left  in  The  Rejection  of  Joachim’s  Offering  at  Santa  Croce.  The 
Virgin  is  in  silhouette  and  feature  the  same  as  She  that  leans  over 
Christ  in  the  Pieta  at  the  National  Gallery,  Rome.  The  sharply 
outlined  eye  of  our  picture  is  treated  similarly  in  the  same  paint¬ 
ing.  There,  too,  the  head  of  the  Crucified,  His  contours,  and  the 
angels,  are  closely  related  to  ours. 

It  is  to  the  earlier  of  two  unquestioned  works  that  our  Cruci¬ 
fixion  bears  the  closest  affinity.  The  Pieta  of  the  Florentine  Acad¬ 
emy  is  dated  1365,  and  critical  consensus  has  put  the  Roman  picture 
into  a  period  around  1360.  Our  panel,  then,  must  have  been  painted 
about  that  time,  and  in  the  maturity  of  Giovanni’s  career,  who  at 
Taddeo’s  death  in  1366  was  old  enough  to  be  entrusted  with  the 
education  of  his  son  Agnolo,  and  of  whom  no  notice  dates  later  than 
1369. 

The  ingeniously  designed  and  cunningly  carved  little  triptych^ 
(Fig.  3)  has  for  some  reason  altogether  escaped  the  notice  of  con¬ 
noisseurs.  Almost  nothing  of  the  original  surface  remains;  parts 
have  been  worn  to  the  preparation,  only  the  lips  and  cheeks  bearing 
the  final  traces  of  a  fading  flowerlike  color.  The  under-painting 
and  the  incised  contours  determine  the  character  of  the  picture. 
Some  of  the  modeling  in  the  crucified  Christ,  in  the  angel  heads,  in 
the  Catherine,  and  the  St.  George  (in  the  right  wing)  have  lingered 
to  show  how  much  more  volume  filled  the  three  compartments  when 
they  were  still  intact.  In  a  very  small  number  of  the  works  of  the 
period  have  the  panel  and  the  painting  been  so  congruouslv  con¬ 
ceived.  The  flat  plane  of  the  elegant  arabesque  which  admits  three 
openings  through  it  communicates  greater  fullness  to  the  represen¬ 
tations.  The  Virgin  in  hlack  assumes  emphatic  dominion  over  the 
figures  about  her,  the  conversion  of  Paul  on  the  left,  and  a  St.  George 
on  the  right.  Two  medallions  show  the  figures  of  the  Annunciation 
in  half  length. 
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The  artistic  personality  that  betrays  itself  here  is  graceful  with¬ 
out  strength  and  charming  without  beauty.  The  decorative  quality 
of  our  picture  is  superficial,  and  proceeds  from  the  rhythmic  dis¬ 
tribution  of  mass,  and  of  sensitive  articulation  from  left  to  right. 
The  form  is  gracile  and  shallow.  The  composition  of  the  central 
compartment  is  in  the  tradition  of  such  a  picture  as  the  Ugolino 
Lorenzetti^  in  Mrs.  Gardner’s  collection.  The  simply  carpentered 
thrones  are  similar  and  the  brocade  is  similarly  drawn  and  draped 
over  them.  The  silhouette  of  our  Virgin  is  more  like  that  of  Mrs. 
Gardner’s  Virgin  than  any  of  the  many  other  early  Sienese  Virgins 
it  resembles,  with  the  exception  of  the  Lorenzetti  Madonna  at  Gros- 
seto,  where  the  pattern  of  the  mantle  is  almost  identical  with  ours. 
The  flatness,  the  figure,  the  straight  edge  aslant  at  the  neck  of 
the  dress  of  the  Virgin,  the  position  of  her  right  hand,  the  attitude 
of  the  Christ’s  legs,  are  so  much  like  those  of  our  picture  that  we 
might  assume  direct  imitation.  The  way  the  drapery  falls  over  the 
forehead,  the  drop  of  the  uncurved  line  from  ear  to  lap,  in  both 
these  Virgins,  bears  a  resemblance  to  the  drapery  of  Our  Lady  in  the 
Ugolino  Lorenzetti  polyptych  formerly  in  San  Gimignano.  The 
Virgin  herself  had  a  longer  nose  in  the  finished  painting  and  might 
have  looked  something  like  her  image  in  the  same  picture.  A  more 
nervous  and  less  vigorous  temperament,  a  more  fluent  and  facile 
draughtsman,  however,  seems  to  have  narrowed  the  shoulders  and 
curved  the  wrist. 

In  spite  of  differences,  our  Baptist  essentially  repeats  the  spare 
Baptist  in  Mrs.  Gardner’s  picture.  It  is  the  same  figure,  of  the 
same  proportions,  with  the  same  gestures,  the  same  scroll.  He  has 
caught  his  drapery  under  his  left  elbow  in  the  manner  of  the  St. 
Catherine  in  Ugolino  Lorenzetti’s  polyptych  at  Pisa.  The  sway  and 
carriage  of  the  St.  Catherine  in  our  picture,  her  wrist  and  hand, 
are  traced  upon  a  mental  pattern  modeled  after  such  a  figure  as  the 
St.  Lucy  in  the  same  polyptych.  The  angels’  faces,  and  their  heads, 
adorned  with  tiny  tufts  of  curled  hair,  are  descended  from  their 
kind  in  the  upright  panel  by  Pietro  Lorenzetti  at  the  Academy  in 
Siena  and  reappear  in  the  monumental  Fogg  Nativity.  The  straight, 
sharp  and  shallow  folds  of  the  two  saints  in  our  picture  are  like 
those  of  the  figure  on  the  left  in  the  Ugolino  Lorenzetti  Crucifixion 

1  The  name  is  designed  to  point  to  the  double  derivation  of  an  artistic  personality 
recovered  by  the  skilful  argument  and  finished  scholarship  of  Mr.  Berenson  in  his  “Essays 
in  the  Study  of  Sienese  Painting.” 
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in  the  Louvre  or  those  that  drape  the  St.  Lucy,  St.  Apollonia,  and 
St.  Bartholomew,  in  the  Johnson  picture  by  the  same  hand. 

The  heavy,  abundant  habit  of  the  Evangelist  in  the  gable  is 
a  somewhat  mannered  repetition  of  the  carefully  draped  Evan¬ 
gelist  in  the  Louvre  Crucifixion.  The  unconvincing  posture  and  ac¬ 
coutrements  of  St.  George  are  reminiscent  of  the  same  saint  in  the 
Pisan  panels  by  Ugolino.  The  head  has  the  bulge  and  structure  of 
the  head  of  the  child  in  Pietro  Lorenzetti’s  Virgin  at  Budapest.  The 
silhouette  of  the  Virgin  at  the  foot  of  the  cross  in  the  gable  was 
conceived  in  the  same  spirit  as  that  of  the  Annunciate  Virgin  in  the 
Johnson  picture.  The  star-shaped  tree  in  the  conversion  of  Paul 
may  be  found  in  the  Louvre  picture  just  named.  Finally,  of  all  the 
affinities  between  Mr.  Berenson’s  Ugolino  Lorenzetti  and  our  trip¬ 
tych,  none  are  so  close  as  the  resemblance,  amounting  almost  to 
identity,  between  the  lifted  right  hand  of  the  Annunciate  Virgin  and 
of  St.  Francis  in  the  Johnson  shutters,  and  the  right  hand  of  the  St. 
Paul  in  the  left  leaf  of  our  picture.  The  similarity  of  mood  and 
of  drawing  in  the  two  last-named  paintings  confirms  the  irresistible 
feeling  founded  on  resemblances  to  others  of  Ugolino’s  works  that 
they  are  all  by  the  same  hand. 

Accepting  the  greater  number  of  Mr.  Berenson’s  conclusions, 
it  is  hard  to  believe  that  the  Johnson  shutters  are  as  early  as  he 
would  date  them.  In  any  event,  the  quantitative  elements  of  evolu¬ 
tion,  the  distribution  of  mass  in  the  central  compartment  of  our  trip- 
tv’ch,  its  physiognomy,  seem  to  aspire  toward  the  period  of  Lippo 
Vanni’s  triptych  at  SS.  Domenico  e  Sisto,  Rome,  and  the  Cola  di 
Petruccioli  at  the  Metropolitan  Museum.  Its  style  and  treatment 
should,  however,  confine  it  within  the  decade  from  1340  to  1350. 

Inductive  proof  has  its  peculiar  tedium,  and  we  too  easily  lose 
patience  with  it  in  our  eagerness  for  conclusions.  Still  induction  is, 
it  should  be  remembered,  simply  a  necessary  mode  of  demonstra¬ 
tion,  and  the  details  enumerated  are  those  which  the  original  intui¬ 
tion  has  hy  a  synthetic  and  instinctive  act  of  consciousness  selected 
and  drawn  into  it. 

Like  so  many  pictures  at  the  Historical  Society,  the  two  tre¬ 
foils  (Fig.  4)  serving  originally  as  gables’  to  a  small  polvptvch  have 
been  going  under  the  most  preposterous  name.  Thev  arc  here  at¬ 
tributed  to  Giottino.  But  the  drawing,  the  facture,  the  treatment  of 
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the  embossed  scroll,  those  features  that  are  seized  at  the  first  glance, 
move  them  up  to  the  era  when  the  Giottesque  inspiration  was  becom¬ 
ing  extinct.  Of  the  approximate  date,  1400,  there  can  be  no  doubt, 
and  that  once  settled  no  painter  then  working  could  have  painted 
them  except  Mariotto  di  Nardo.  In  fact,  they  exhibit  all  the  eccen¬ 
tricities  of  his  smaller  paintings.  Elaborate  demonstration,  then, 
should  not  be  necessary. 

Our  half-lengths  are  most  closely  related  to  the  saints  on  the 
frame  of  Mariotto’s  unquestioned  altarpiece  formerly  at  the  Hatton 
Garden  Church  in  London,  of  which  the  central  panel  representing 
the  Coronation  bears  the  date  1408. 

The  St.  Anthony  in  this  is  a  somewhat  loose  and  reversed  repe¬ 
tition  of  the  formula  rendered  in  our  saint  of  the  same  name.  The 
figure  is  elongated,  the  drawing  has  less  conviction,  less  delibera¬ 
tion,  and  more  of  the  freedom  and  the  habitual  ellipsis  of  maturity. 
The  differences  between  these  two  figures  hold  of  the  altarpiece  as 
a  whole  and  our  two  pinnacles.  But  the  differences  are  those  of 
stages  of  evolution  only,  and  once  considered  the  similarities  estab¬ 
lish  an  identity  of  hand.  The  bronze-colored  flesh,  the  high  bossy 
crowns,  the  strong  cheek-bones,  the  forked  frown,  the  long  eyes,  the 
straight  square  thumbs,  the  prominent  ears,  the  miniature  brush- 
work,  occur  both  in  our  pictures  and  on  the  frame  of  the  Hatton 
Garden  altarpiece. 

If  the  resemblance  of  our  gables  to  this  dated  picture  sub¬ 
stantiates  my  attribution,  the  degree  of  their  difference  ought  to  fix 
their  date.  The  variance  is  fundamental,  because  it  involves  a 
change  from  a  firm  to  a  loose  sense  of  form,  but  it  is  not  so  great  as 
to  put  the  painting  of  our  gables  more  than  a  decade  off  from  the 
Hatton  Garden  fragments,  that  is,  to  about  1400. 

ANTONIO  ROSSELLINO’S  MADONNA  OF  THE  CAN¬ 
DELABRA  •  BY  ALLAN  MARQUAND 

IN  the  collection  of  Prince  Giovanni  del  Drago,  New  York  City, 
there  is  an  excellent  stucco  Madonna  set  in  a  contemporary  frame 
(Fig.  i).  The  relief  is  practically  free  from  the  restorer’s  brush 
and  the  frame  is  in  a  very  good  condition.  Fraulein  Schottmiiller 
records  a  marble  relief  of  the  same  composition  in  a  street  tabernacle 
in  the  Calle  della  Pieta,  Venice,  and  several  stucco  repetitions  scat¬ 
tered  throughout  Europe.  I  am  not  familiar  with  the  marble  relief 
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in  Venice  and  cannot  now  undertake  a  comprehensive  collection  of 
the  stucco  reproductions,  but  may  however  assemble  a  few  of  them 
and  see  where  they  lead  us. 

In  the  Victoria  and  Albert  Museum,  London,  there  is  a  charm¬ 
ing  reproduction  of  this  composition  in  terra-cotta.  No.  7365-’6i 
(Fig.  2).  Unframed  it  measures  0.71m.  high  and  0.48m.  wide,  and 
still  retains  traces  of  its  original  polychromy.  Sir  J.  C.  Robinson 
tentatively  attributes  it  to  the  period  and  manner  of  Desiderio  da 
Settignano.  His  remarks  are  at  once  appreciative  and  discrimi¬ 
nating.  He  says  of  it: 

“Of  the  many  Florentine  Holy  Families  of  the  great  epoch  perhaps  not  one 
can  be  cited  as  surpassing  this  in  beauty.  We  have  so  little  remaining  of  an 
authentic  nature  by  Desiderio  that,  although  the  work  entirely  responds  to  our 
ideal  of  the  master,  it  is  scarcely  justifiable  to  ascribe  it  directly  to  him.  On  the 
other  hand,  the  numerous  Holy  Families  of  Mino  da  Fiesole,  to  which,  in  the 
general  style  of  relievo,  it  bears  some  resemblance,  are  all  strongly  impressed  with 
a  certain  individualized  or  typical  mannerism  of  which  there  is  here  no  trace; 
the  simple  truthful  adherence  to  most  beautiful  types  of  female  and  childish  nature 
have  in  fact  excluded  those  individual  characteristics  which,  whilst  detracting  from 
the  merit  of  the  work,  would  nevertheless  have  probably  afforded  a  clue  to  its 
authorship. 

“The  Virgin,  seated  on  a  chair,  holds  the  infant  Saviour  on  her  knee;  the 
Child  is  seated,  partly  draped,  and  holds  a  bird  in  both  his  hands.  In  the  back¬ 
ground  are  two  burning  candelabra,  from  which  hangs  a  slender  pendent  garland 
of  fruit  and  flowers.  It  is  obvious  that  this  terra-cotta  is  an  ancient  ‘squeeze’  or 
cast  from  the  original  marble  relievo;  nothing,  however,  is  known  of  the  marble, 
and  it  has,  in  all  probability,  perished.’’ 

It  would  be  interesting  to  ascertain  how  close  the  resemblance 
is  between  this  terra-cotta  and  the  marble  relief  in  Venice  and 
whether  it  could  possibly  have  been  a  squeeze  or  cast  from  it.  In 
all  probability  we  should  find  many  variations,  for  in  the  Renais¬ 
sance  period  e.xact  reproductions  were  not  in  vogue.  Variants  were 
more  common  even  in  such  ductile  materials  as  clay,  stucco,  and 
bronze.  Sir  Charles  Robinson  appears  to  have  discerned  clearly 
that  the  terra-cotta  Madonna  is  a  derivative  from  rather  than  a 
sketch  for  a  marble  relief.  I  am  inclined  to  think  also  that  he  has 
not  erred  greatly  in  looking  to  Desiderio  as  the  creator  of  the  com¬ 
position.  The  delicacy  and  refinement  of  feeling  that  breathes  in  the 
terra-cotta  certainly  indicate  his  influence. 

A  second  c.xemplar  of  this  composition  figured  in  the  sale  of 
the  Gavet  Collection  in  Paris,  May  31 — June  q,  1897.  It  was  exe¬ 
cuted  in  stucco,  and  set  in  a  modern  but  well-designed  frame  (Fig.  3). 
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It  here  assumes  a  round-headed  form,  which  gives  more  freedom 
and  space  to  the  composition  as  a  whole.  It  also  brings  the  Madonna 
and  Child  into  stronger  relief  and  relegates  the  candelabra  to  the 
background.  The  rounding  of  the  upper  portion  of  the  composi¬ 
tion  in  fact  cuts  off  some  details  of  the  candlesticks.  The  Gavet 
stucco  appears  to  have  been  an  unframed  relief,  with  the  angles  of 
the  base  cut  away  as  was  the  case  with  many  of  Luca  della  Robbia’s 
Madonnas:  a  slight  indication  of  a  fairly  early  origin  for  the  original 
composition.  If  we  may  judge  from  the  reproduction,  the  Gavet 
Madonna  has  been  repainted  and  is  resplendent  with  gold  and  bro¬ 
cade  and  bright  coloring.  Nevertheless,  as  in  the  London  terra¬ 
cotta,  the  delicacy  and  refinement  of  the  original  has  not  been 
obliterated.  The  London  and  Paris  examples  have  this  detail  in 
common.  The  sleeves  of  the  Madonna’s  robe  are  edged  with  fur. 
The  experts  for  the  Gavet  sale,  MM.  Mannheim  Pere  et  Fils,  at¬ 
tributed  this  relief  to  Mino  da  Fiesole.  However,  of  the  individual 
mannerisms  of  Mino  we  can  discover  here  no  reminiscence.  H., 
o.86m. ;  w.,  0.51m. 

Another  stucco  example  is  in  the  Museum  at  Berlin,  No.  156 
(Fig.  4).  It  is  rectangular  in  form,  measuring  0.825m.  x  0.50m.; 
and  is  surrounded  by  a  frame  rich  in  delicate  mouldings.  The 
upper  part  of  the  frame  includes  a  lunette  with  a  scroll-bearing 
angel.  Outside  the  lunette  are  cornucopias  and  grape  vines.  Below 
the  central  relief  the  frame  is  treated  as  a  predella  with  elliptical 
patterns.  The  central  composition,  with  the  two  candelabra,  the 
hanging  garland,  the  Madonna  with  her  delicate  veil,  the  draped 
Child  holding  a  bird,  repeats  every  detail  of  the  two  preceding 
reliefs.  It  has  many  remains  of  ancient  gilding  and  of  polychromy 
subdued  and  darkened  by  age.  Fraiilein  Schottmiiller,  in  the  official 
catalogue  of  the  Berlin  Museum,  classes  it  with  two  marble  reliefs 
which  Dr.  Bode  had  attributed  some  years  ago  to  an  anonymous 
sculptor,  whom  he  named  the  Master  of  the  Marble  Madonnas. 
But  one  who  reads  carefully  Dr.  Bode’s  characterization  of  that 
master  in  the  Jahrbuch  der  Konigl.  preuss.  Kunstsammlungen,  1886, 
pp.  29-32,  or  Dr.  Stella  Rubinstein’s  in  Art  IN  America,  1919, 
104-110,  can  soon  satisfy  himself  that  the  Berlin  stucco  relief,  No. 
156,  lacks  the  essential  characteristics  of  that  master.  However,  the 
attribution  is  not  so  far  astray,  for  the  Master  of  the  Marble  Ma- 
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donnas,  like  the  author  of  the  relief  in  question,  seems  to  have  felt 
the  influence  of  Antonio  Rossellino. 

The  Del  Drago  Madonna  (Fig.  i)  is  very  nearly  a  replica  of 
the  Berlin  relief.  Some  details  are  missing,  like  the  strings  of  pearls 
which  hang  vertically  from  the  candelabra;  others  are  added,  like 
the  pearls  which  outline  the  cross  on  the  nimbus  of  the  Child.  But 
in  general  the  compositions  are  identical  in  type,  pose,  draperies, 
entourage,  doubtless  also  in  coloring.  The  Madonna  wears  the 
canonical  blue  mantle  over  a  red  tunic.  Over  her  head  is  a  white 
veil.  The  nimbus  and  candlesticks  are  gilded.  The  stucco  frame, 
with  its  multiple  ornamented  mouldings  and  its  predella-like  base, 
is  evidently  of  the  same  origin  as  that  of  the  Berlin  relief.  The  outer 
wooden  frame  appears  to  be  contemporary,  but  united  with  the 
relief  at  a  later  period. 

With  the  Bardini  sale  of  1918  in  New  York  another  rectangular 
stucco  example  of  this  subject  {Cat.,  No.  356)  was  sold.  It  had  no 
stucco  frame,  but  was  enclosed  in  a  wooden  frame.  Details  and 
coloring  as  in  the  Del  Drago  Madonna. 

Still  another  example  appears  in  the  catalogue  of  the  Galerie 
Sangiorgi,  Rome,  published  a  few  years  ago.  It  is  surrounded  by  a 
stucco  frame  with  multiple  ornamented  mouldings.  In  the  back¬ 
ground  of  the  central  relief  only  a  trace  remains  of  the  candelabra, 
an  indication  that  the  mould  from  which  this  cast  was  made  had  now 
lost  some  details. 

In  attempting  to  associate  stuccht  with  the  names  of  great 
masters  we  should  not  forget  that  they  are  casts  or  copies,  not  original 
sketches.  Their  beauty  is  of  a  reflected  character,  although  they 
may  be  the  only  survivals  of  the  lost  originals.  The  group  which  we 
have  presented  for  study  may  be  dissociated  from  the  works  of 
the  so-called  Master  of  the  Marble  Madonnas.  Here  are  no  smirking 
children,  no  fanlike  hands,  no  stereotyped  parallels  in  ornament. 
U’e  may  also  dissociate  them  from  the  mannered  productions, 
occasionally  of  great  beauty,  of  Mino  da  Fiesole.  They  are,  how¬ 
ever,  more  closely  associated  with  the  works  of  Antonio  Rossellino. 
Is  he  not  the  reputed  author  of  the  similar  compositions  known  under 
the  name  of  the  Ma(h)nna  of  the  Garland,  of  which  there  are  many 
stucco  replicas  in  Berlin,  Paris  and  elsewhere?  Or  if  this  comparison 
appears  to  beg  the  (piestion,  may  we  not  find  close  enough  com- 
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parisons  in  Rossellino’s  authentic  works?  Are  not  these  candelabra, 
with  their  hanging  garlands  of  pearls,  similar  to  those  which  deco¬ 
rate  the  pilasters  behind  the  tomb  of  Jacopo  da  Portogallo,  carved  by 
Antonio  Rossellino  for  the  church  at  S.  Miniato  in  1461?  Other 
parallels  might  be  drawn  between  our  stucco  and  the  Madonnas 
of  Antonio  Rossellino  in  the  Portogallo  chapel,  in  S.  Croce,  and 
elsewhere.  These  resemblances  are  general  and  vague,  but  enough 
perhaps  to  associate  these  compositions  with  his  work  and  influence, 
Desiderio  da  Settignano  was  a  year  younger  than  Antonio,  came  from 
the  same  neighborhood,  and  was  brought  up  in  the  same  artistic 
atmosphere.  Both  sculptors  may  have  created  compositions  similar 
in  character,  but  Desiderio  had  a  keener  sense  of  life  and  gave  to 
his  productions  a  more  vital  as  well  as  a  more  refined  character. 
Hence,  in  spite  of  the  more  living  character  of  the  London  terra¬ 
cotta,  the  evidence  at  our  disposal  seems  to  indicate  that  Antonio 
Rossellino  was  the  originator  of  the  composition  from  which  all 
these  reproductions  were  derived. 


WALTER  SHIRLAW  •  BY  DOROTHEA  A.  DREIER 


WALTER  SHIRLAW  was  born  in  Paisley,  Scotland,  on 
August  6th,  1838.  His  father  was  an  inventor  and  maker 
of  hand  looms,  used  in  the  making  of  Paisley  shawls.  His 
mother  was  gifted  with  a  fine  and  strong  sense  of  color,  which 
descended  from  her  to  her  son.  The  rich  hues  in  the  hanks  of  wool 
for  the  looms,  among  which  he  was  brought  up,  attracted  his  child¬ 
ish  fancy,  and  as  he  himself  tells  us,  developed  his  sense  of  color. 

At  the  age  of  three,  he  was  brought  to  New  York,  where  his 
father  took  a  prominent  place  in  the  Scotch  colony,  but  finally  set¬ 
tling  in  Hoboken,  where  the  scenery  and  higher  elevation  appealed 
to  him  more  strongly.  The  son  began  to  draw  at  the  age  of  five, 
and  every  penny  given  him  he  spent  for  pencils  and  paper.  His 
mother  was  bitterly  opposed  to  this,  and  was  determined  that  he 
should  not  disgrace  the  family  by  becoming  a  poor  artist,  but  his 
father  encouraged  him  and  helped  him  from  time  to  time. 

On  his  way  to  school  each  day,  he  passed  the  shop  of  a  watch¬ 
maker,  and  the  engraving  on  the  watch-cases  so  interested  him  that 
finally  he  entered  the  shop  and  applied  for  a  position.  The  owner 
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asked  his  name,  recognized  him  as  the  son  of  one  of  his  friends,  and 
told  him  to  come  again  the  next  day.  Walter  went  home  and  in¬ 
formed  his  parents  that  he  had  left  school  and  obtained  a  position, 
and  though  there  was  strong  opposition,  the  boy  finally  carried  his 
point,  and  entered  the  shop  as  a  worker  at  the  age  of  twelve.  So  by 
his  own  volition,  he  began  a  career  which  later  led  to  his  life  work. 
But  he  soon  found  out  that  what  he  was  learning  was  not  the  kind 
of  art  instruction  that  he  required,  and  therefore  joined  a  night 
school,  with  classes  in  drawing  and  painting.  He  also  studied  art 
as  best  he  could  from  the  daily  scenes  surrounding  him,  while  still 
at  work  in  the  shop.  At  fourteen  he  entered  the  American  Bank 
Note  Company,  and  at  the  age  of  twenty  had  a  studio,  from  which 
he  sent  pictures  to  the  National  Academy  of  Design,  which  were 
accepted  and  favorably  criticized,  and  this  encouraged  him  to  con¬ 
tinue  his  efforts. 

He  now  began  to  long  for  the  broadening  influences  of  travel 
and  art  to  be  found  in  the  Old  World.  Finding  that  this  desire  was 
deeply  rooted  in  him,  in  order  to  make  the  fulfillment  of  his  wish 
possible,  he  decided  to  accept  an  offer  from  the  Western  Bank  Note 
Company  of  Chicago,  giving  him  a  good  salary  and  a  small  interest 
in  the  business,  and  with  the  money  thus  earned,  he  went  to  Europe 
where  he  remained  for  seven  years  and  a  half. 

He  started  for  Paris  in  1870,  but  the  Franco-Prussian  War 
changed  his  plans,  and  he  went  to  Munich,  where  he  studied  under 
Wagner,  Rumberg,  Kaulbach,  Rabb  and  Lindenschmidt.  Here 
his  ability  was  early  recognized,  a  studio  provided  him,  and  every 
facility  required  for  the  practice  of  his  art.  He  spent  his  summers 
among  the  peasants  of  Bavaria,  varied  with  travel  in  other  parts 
of  Continental  Europe. 

In  1877  he  returned  to  New  York,  where  he  ’’emained,  with 
intervals  of  travel  abroad,  for  the  rest  of  his  life,  having  a  studio  at 
No.  3  North  Washington  Square.  An  exhibition  of  his  pictures 
created  much  enthusiasm  and  he  was  asked  to  be  one  of  the  in¬ 
structors  of  the  Art  Students  League,  which  had  just  been  started. 
He  was  also  the  first  President  of  the  Society  of  American  Artists, 
which  was  organized  in  June,  1877,  by  Augustus  St.  Cjaudcns,  \^’yatt 
Eaton  and  himself,  in  protest  against  the  methods  of  the  older  Acade¬ 
micians.  He  was  a  member  of  the  W'atcr  Color  Society,  the  So¬ 
ciety  of  Mural  Painters,  and  in  1888  was  elected  a  National 
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Academician.  He  received  medals  from  Munich,  Philadelphia, 
Chicago,  St.  Louis  and  Atlanta. 

In  1880  he  married  Miss  Florence  Manchester,  and  spent  the 
following  year  in  England,  making  also  several  later  trips  abroad. 

When  the  demand  for  mural  decoration  first  developed  in  this 
country,  Mr.  Shirlaw  was  asked  to  decorate  the  house  of  Darius 
Ogden  Mills.  The  subject  chosen  was  Peace  and  Plenty.  He  was 
later  selected  to  paint  the  big  dome  in  the  Chicago  Fair,  which  was 
destroyed  by  fire,  and  did  much  of  the  work  on  the  Washington 
Library,  in  which  his  eight  figures  of  the  Sciences  are  painted  di¬ 
rectly  on  the  plaster. 

In  1889  he  was  sent  by  the  United  States  Government  to  the 
Crow  and  Cheyenne  Reservations  to  make  drawings  of  Indian  life, 
and  wrote  an  article  for  the  Century  upon  his  experiences  there. 
In  July,  1909,  he  went  to  Spain,  and  while  painting  in  Madrid  in 
December,  was  taken  ill,  dying  there  after  three  weeks,  and  was 
buried  in  the  English  Cemetery. 

When  Shirlaw  began  he  worked  more  or  less  from  an  engraver’s 
standpoint,  as  is  very  evident  from  his  very  early  work,  where  the 
drawing  of  detail  is  most  accentuated.  The  sketches  he  did  were 
very  hard  in  outline  and  contour  and  every  detail  showed.  One  feels 
he  was  not  so  much  engrossed  with  expression  as  in  getting  what 
he  saw  correctly  drawn,  outlined  and  painted.  By  degrees  he  lost 
that  minute  way  of  expressing  himself,  and  plunged  more  into  the 
handling  of  color;  that  is,  at  Munich  at  the  time,  the  trend  of  paint¬ 
ing  was  to  wallow  in  color,  splash  it  on  and  then  evolve  out  of  its 
tones  the  object.  These  were  then  carried  on  as  the  individual  per¬ 
sonally  felt,  and  Walter  Shirlaw  out  of  his  mass  of  tone  executed 
some  fine  and  well-drawn  heads  carried  to  a  high  finish;  such  as 
Very  Old,  a  head  of  an  old  man  with  hand  on  staff,  in  deep  tones 
but  well  drawn  and  finished,  and  Kapellmeister,  a  musician  testing 
his  violin. 

But  as  his  love  for  the  actual  was  still  uppermost  in  his  mind 
for  finished  pictures,  they  are  finely  composed  and  well  drawn  in 
every  detail,  defined  and  executed  with  the  greatest  consciousness 
of  truth  and  realism,  like  Toning  the  Bell,  owned  in  Chicago,  and 
the  Sheepshearers,  now  in  the  St.  Louis  Museum.  Toning  the  Bell 
is  a  study  of  a  man  striking  the  tone  in  the  violin  to  test  the 
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sound  of  the  bell;  he  is  standing  before  a  grey  wall,  the  case  of  the 
bell  being  in  the  background  and  more  in  shadow. 

At  the  same  time  one  sees  in  these  compositions  how  the  pic¬ 
torial  aspect  of  things  came  to  him  through  his  working  in  these 
dark  or  one-sided  rooms  or  courts,  where  only  through  cracks  and 
side  windows  the  sun  would  shine,  and  throw  lights  and  shadows, 
where  a  keen  and  intelligent  mind  could  not  help  but  see  possibilities 
of  great  compositions  for  mural  display  and  enlivenment  of  effects  as 
well  as  breadth  and  space. 

His  love  for  life  and  action  is  constantly  felt  through  his  work, 
when  to  do  geese  and  birds,  he  would  take  them  to  his  studio  and 
do  such  exact  drawings  and  intimate  notes  that  when  he  finally  en¬ 
countered  them  in  flight  his  mind  could  grasp  the  action  and  his  pic¬ 
ture  would  be  painted  with  ease  and  grace.  His  drawings  of  figures 
and  sheep  and  animals  also  show  how  indefatigably  he  worked  his 
pencil  so  that  the  mind  when  lost  in  color  could  give  full  sway  to 
it.  These  studies  in  their  truthfulness,  poise  and  exactness  speak  for 
themselves.  After  seven  years  in  Munich  he  returned  to  New  York 
where  a  demand  for  mural  work  was  in  vogue  and  where  he  stepped 
in  to  fulfil  the  demand  of  American  art.  His  figures  for  such  de¬ 
signs  are  powerfully  and  simply  drawn  and  one  senses  freedom  and 
ease  predominating  in  their  execution. 

He  went  to  London  for  a  year  and  continued  there  to  paint  in 
low,  rich  tones.  One  of  his  pictures,  which  has  in  it  his  many  fine 
qualities,  is  a  figure  of  a  woman  in  red,  sitting  in  a  high  back  chair 
with  a  black  scarf  at  which  a  cat  is  pulling. 

After  his  return  to  New  York  Mr.  Shirlaw’s  interest  in  mural 
work  is  noticeable  and  he  is  constantly  doing  something  that  might 
be  used  as  such:  sometimes  finely  executed  charcoal  drawings,  some¬ 
times  small  oil  designs,  ffis  pastels  with  that  idea  are  more  fully 
carried  out,  for  he  allowed  his  color  more  play  in  them  than  in  his 
oils.  His  pictorial  side  continually  became  more  decorative,  and  in 
his  later  work  it  predominates. 

His  feeling  for  the  nude  was  very  decorative  and  poetic;  two 
pastels,  'I'he  Toadstool,  and  Spring,  show  his  heauty  of  conception, 
as  well  as  the  oil  painting.  In  the  Dancing  Lesson  one  sees  the 
Italian  influence  of  landscape,  as  well  as  in  his  Silenus’  Dance,  which 
gives  the  long  lines  of  Italy  and  its  wonderful  tonal  (]ualities  of 
sky  and  richness  of  color.  In  the  former  the  rich  rounded  forms 
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are  carried  out  in  simpler  tones.  In  Asleep  he  has  kept  to  a 
low  key,  and  in  the  Allegro  he  has  given  way  to  a  much  higher  one. 
His  nude  forms  often  suggest  that  he  should  have  been  a  sculptor, 
but  they  seem  so  much  a  part  of  the  landscape  that  one  is  never 
only  conscious  of  the  figures,  and  so  the  painter’s  art  proves  his  field 
after  all.  Like  other  painters  of  his  time,  Mr.  Shirlaw  was  eventu¬ 
ally  drawn  out  into  the  open  and  in  his  final  work  we  find  many 
fine  landscapes  done  in  a  broad  way.  The  Quarries  was  done  more 
from  a  decorative  point  of  view,  but  shows  the  high  key  he  used 
when  light  and  atmosphere  appealed  to  him. 

While  living  in  New  York,  Mr.  Shirlaw  spent  most  of  his 
summers  in  Vermont,  where  he  produced  many  fine  sketches  in 
deep  green  and  delicately  grey  tones.  His  sense  of  composition 
with  figures  also  becomes  apparent.  In  The  Fairy  Wand,  treated 
in  his  tonal  style,  the  trees  and  sky  are  washed  in  lightly,  scumbled, 
as  one  says,  and  coming  nearer  the  foreground  the  painting  is  more 
solid,  while  the  resting  figure  is  also  scumbled  and  strength  is  ac¬ 
centuated  by  more  solid  painting  in  certain  parts  of  the  body  to 
show  mass,  while  the  dancing  figure  is  fully  painted  and  carried  out 
of  the  gloom  by  strong  lights  playing  here  and  there. 

In  these  last  works  the  pictorial  still  predominates  but  is  ex¬ 
pressed  in  bigger  masses  of  light,  color  and  shade,  with  enough 
evasive  treatment  of  detail  so  that  one  is  unconsciously  drawn  to  the 
whole  and  recognizes  therein  that  quality  of  beauty  that  is  peculiar 
to  the  best  in  art. 

In  1897  Mr.  Shirlaw  went  abroad  once  more,  spending  his  time 
chiefly  in  Italy  and  France.  We  find  him  bringing  home  some 
French  scenes,  of  Brittany,  the  sand  and  surf,  and  the  distance  of 
ocean.  The  gradation  of  the  sand  and  waves  into  the  sea  shows  his 
grasp  of  perspective,  and  his  long  lines,  and  space,  show  his  feel¬ 
ing  for  the  characteristic  of  France, — long  lines,  turning  in  and 
out.  His  Breton  Town,  where  he  depicts  a  street  scene  and  figures, 
shows  his  bold  treatment  of  houses,  the  tone  in  keeping  with  the 
sunlight  catching  the  light  here  and  there  and  repeating  itself  in 
the  sky  and  clouds,  and  then  striking  down  to  the  figures  and  objects. 
He  boldly  puts  in  the  color  of  the  clothes  the  peasants  wear,  and 
the  street  is  treated  too  in  spots  with  bold  color,  the  objects  har¬ 
monizing  so  that  the  efifect  as  a  whole  composition  is  entirely  true 
and  pleasing.  Especially  is  this  seen  in  his  Siena  Bath  House  and 


212 


\\  .  I  1 1  M  I  M  l(  r  \  w 


h 


\  I  K.\!'  ,  I  M  Mini  I  <_I|  \HHII  -- 

■  •.I,-'  I  .■■..•i,'..  A'.,  •../.I.'.',  \. 


I  / . 


Fountain  and  in  the  street  scene  in  front  of  the  same.  In  the 
Dancing  Lesson  it  is  the  tonal  quality  that  counts  most.  In  the 
Allegro  the  figures  that  come  down  the  hillside  are  in  a  mass  of 
light  which  is  repeated  in  the  hillside  and  their  motion  and  action 
is  full  of  contagious  joyousness. 

The  Toning  of  the  Bell  was  the  picture  that  made  his  fame 
in  America.  It  received  the  medal  at  the  Centennial  Exposition  in 
Philadelphia  in  1876,  and  is  now  owned  in  Chicago.  The  Sheep¬ 
shearing  in  the  Bavarian  Highlands  is  a  fine  specimen  of  drafts¬ 
manship  and  color.  It  received  honorable  mention  at  the  Paris 
Exposition  in  1900.  Of  great  interest,  and  executed  at  the  same  time, 
are  his  heads  of  old  people,  remarkable  for  their  sound  workmanship 
and  strong  personal  insight.  Among  these  may  be  mentioned  Very 
Old,  and  Kapellmeister.  As  a  mural  painter,  his  feeling  for  deco¬ 
ration  and  line  gave  him  power  to  carry  out  his  thought  with  grace 
and  balance,  the  two  seeming  to  go  hand  in  hand  with  his  idea  of 
what  made  a  mural  unit.  His  Sciences  in  the  Washington  Library 
show  great  skill,  and  the  handling  of  the  drapery  is  really  masterly. 
His  style  is  individual,  his  drawing  powerful,  and  through  all  his 
work  the  intellectual  predominates.  He  created  many  decorative 
panels,  among  them  several  in  pastel  and  charcoal,  and  his  numer¬ 
ous  designs  show  how  skilfully  and  decoratively  he  constructed  his 
thoughts  on  paper  and  canvas. 

In  charcoal  he  made  designs  for  an  allegory  of  Italy  and  for 
Longfellow’s  Michael  Angelo,  as  well  as  for  numerous  unfinished 
studies.  He  also  made  illustrations  and  etchings  which  enhanced 
his  reputation.  His  water  colors  are  true  to  nature,  and  directly 
painted,  with  great  spontaneity  and  insight  into  the  construction 
of  drawing.  Of  these  his  views  of  Cape  Ann,  Annisquam,  the  Ca¬ 
thedral  at  Siena  and  other  scenes  abroad,  are  striking  examples.  He 
enjoyed  travel,  and  delighted  in  making  pencil  sketches  which  he 
afterwards  colored,  and  which  have  a  uni(]uc  cliarm  and  fascination 
of  their  own.  Among  these  were  sketches  of  Milford,  Penn.,  and 
from  many  parts  of  Europe;  those  which  he  did  in  Spain  especially 
illustrate  his  methods  most  perfectly. 

From  the  rich,  dark  (]ualities  of  tone  shf)wn  in  his  earlier  work, 
both  in  figures  and  landscapes,  such  as  The  Faun,  In  Church,  and 
Melody,  he  gradually  evolved  lighter  and  more  luminous  effects,  and 
from  these  went  on  to  those  of  a  higher  key,  until  at  last  he  struck 


a  note  of  brilliancy  and  light,  as  in  the  Morning,  Bacchanalian, 
and  Allegro,  which  still  contain  the  richness  and  depth  of  color  to 
be  found  in  nature,  without  losing  sight  of  the  balance  which  con¬ 
trols  all.  If  it  did  not  show  in  line,  it  showed  in  color,  having  the 
two  always  balanced  by  a  third  note  which  carried  the  eye  out  and 
in,  thus  giving  breadth  and  largeness  to  his  pictures  and  a  great 
sense  of  repose  in  spite  of  action,  as  seen  in  his  Vermont  Quarries. 
Mr.  Shirlaw’s  sense  of  rhythm  was  shown  in  his  fondness  for  music, 
and  he  often  introduced  musical  instruments  into  his  pictures.  At 
one  time  he  himself  played  the  violin,  but  an  accident  to  his  hand 
prevented  further  work  in  that  direction.  His  last  days  in  Spain 
were  most  fruitful  ones,  and  he  left  some  exquisite  sketches  of  Alge- 
ciras  and  Granada,  Seville  and  Madrid,  where  he  had  planned  to 
settle  down  for  a  long  period  of  work  when  he  was  stricken. 


FEKE’S  PORTRAIT  OF  BRIGADIER-GENERAL  SAMUEL 
WALDO  •  BY  LAWRENCE  PARK 

The  causes  of  the  oblivion  into  which  Robert  Feke  and  his  work 
have  fallen  are  difficult  to  analyze,  but  they  may  perhaps  be 
traced  to  the  common  practice  of  attributing  to  Smibert,  Black¬ 
burn  and  Copley  much  of  the  work  of  lesser  known  men — a  habit 
born  of  the  unreliability  of  family  tradition,  haphazard  criticism 
and  that  ignorance  of  the  fine  arts  which  Americans,  alone  of  all 
civilized  peoples,  boastfully  acknowledge.  Of  the  forty-five  por¬ 
traits  by  Feke  which  have  thus  far  been  identified  by  the  writer  four¬ 
teen  are  in  public  or  semi-public  institutions,  one  has  not  been 
found,  and  the  remainder  are  more  or  less  removed  from  public 
sight  in  the  homes  of  the  descendants,  direct  or  collateral,  of  the 
sitters,  and  this  fact  in  itself  possibly  explains  why  his  work  is  not 
more  generally  known.  While  Smibert  and  Blackburn  were  both 
foreigners,  and  neither  of  Copley’s  parents  was  born  on  this  side 
of  the  water,  Feke’s  ancestry,  on  the  other  hand,  may  be  traced  to 
the  earliest  settlement  of  the  colonies,  so  that  he  is  distinctly  an 
American  both  by  birth  and  lineage.  Unfortunately  we  know  more 
about  his  ancestry  than  about  the  man  himself,  neither  the  date  of 
his  birth  nor  death  having  yet  come  to  light.  Interest  in  his  work 
was  first  aroused,  if  we  except  a  few  earlier  sporadic  flickers,  as 
recently  as  1904,  when  the  late  Professor  Poland  of  the  Art  Depart- 
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ment  of  Brown  University  read  a  paper^  upon  the  subject  before  the 
Rhode  Island  Historical  Society.  This  was  afterwards  printed  in 
the  proceedings  of  that  society,  and  it  still  remains  the  most  complete 
account  of  the  man  and  his  work  that  we  have.  Much  of  Feke’s 
history  is  wrapped  in  a  hazy  atmosphere  of  tradition  and  romance, 
but  certain  data  can  be  verified  by  public  records  and  contemporary 
statements.  We  know  that  his  immigrant  ancestor  was  an  English¬ 
man  who  came  to  Massachusetts  Bay  with  Governor  Winthrop  in 
1630  and  became  one  of  the  first  and  largest  proprietors  of  Water- 
town,  Massachusetts,  marrying  the  widow  of  one  of  Governor  Win- 
throp’s  sons.  Later,  he  moved  to  Connecticut,  whence,  being 
estranged  from  his  wife,  he  returned  to  Watertown,  and  there  died, 
mentally  deranged,  in  1662.  Annoyed  by  the  strict  orders  and  enact¬ 
ments  of  the  Dutch  in  Connecticut,  Mrs.  Feake  (for  so  her  husband 
spelled  his  name)  removed  with  her  five  children  to  Long  Island. 
A  grandson  of  this  couple,  one  Robert  Feeks,  was  a  Baptist  minister 
at  Oyster  Bay,  Long  Island,  and,  marrying  Clemence  Ludlam,  be¬ 
came  the  father  of  the  painter.  The  date  of  1705  has  been  given  as 
that  of  the  painter’s  birth,  but  with  what  authority  is  not  known, 
and  Professor  Poland  thinks  it  unlikely  that  he  was  born  earlier  as. 
in  that  year,  his  father,  born  in  1683,  was  but  twenty-two  years  old. 

If  we  accept  Professor  Poland’s  statement  that  the  Robert  Feke 
who  in  1729  gave  the  sum  of  two  pounds  sterling  towards  rebuilding 
a  Baptist  church  in  New  York  is  the  painter  and  not  his  father,  this 
is  the  first  date  in  the  painter’s  career  which  can  be  established.  The 
next  is  1741,  when,  according  to  the  inscription  on  the  back  of  the 
canvas,  he  finished  on  15th  of  September  of  that  year  his  excellent 
“conversation”  picture  showing  Isaac  Royall  of  Medford,  Massa¬ 
chusetts,  with  his  wife,  daughter,  sister  and  wife’s  sister.  The  New¬ 
port  Town  Records  furnish  us  with  the  next  date — that  of  26th 
September,  1742,  when  he  married  in  that  town  Eleanor  Cozzens, 
both  bride  and  groom  being  “of  Newport.”  Five  children  were 
born  to  them,  but  the  name  is  extinct  and  Feke’s  onlv  descendants 
are  from  his  two  daughters,  Philadelphia  and  Sarah.  In  1744  we 
find  a  most  illuminating  reference  to  the  artist  in  the  “Itincrarium” 
of  Alexander  Hamilton,  who  on  i6th  July  visited  Feke  in  his  New¬ 
port  studio.  His  description  of  the  man  tallies  admirablv  with 

>  Robert  Feke,  The  Farly  N’ew[iorf  Portr.iit  Painter,  and  tlK  PeKinninKS  of  Colonial 
Paintintf.  Rv  William  Carey  Polanrl. —  Proceeclinjjs  of  the  Rhode  Island  Historical  Society", 
pp  7.1-fl6.  Providence,  1907. 
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the  self-portrait  that  has  come  down  to  usd  In  1745  he  was  evidently 
still  in  Newport  and  in  that  year  painted  the  signed  and  dated  por¬ 
trait  of  the  Reverend  John  Callender,  the  Baptist  minister  who  had 
united  him  and  his  wife  in  marriage.  The  portraits  of  the  Willings, 
Plumsteads  and  Tench  Francis  were  painted  in  Philadelphia  in  the 
following  year,  and  in  1748  he  was  in  Boston  painting  members  of 
the  Bowdoin,  Apthorp,  Inman  and  Oliver  families.  The  last  refer¬ 
ence  to  him  is  found  in  the  diary^  of  John  Smith  of  Philadelphia, 
who,  on  5th  day,  4th  month,  1750,  records  that  he  and  William 
Logan  “went  to  Fewkes  the  painters  &  viewed  several  pieces  &  faces 
of  his  painting.”  Unfortunately  Smith  makes  no  mention  of  seeing 
Feke  himself,  so  we  are  left  in  doubt  as  to  whether  he  was  in  evi¬ 
dence.  Tradition  says  that  because  of  failing  health  he  went  to 
Bermuda  in  1750  and  died  soon  after,  but  random  search  among 
Bermuda  records  has  disclosed  nothing  to  substantiate  this. 

As  a  painter  Feke  has  no  superior  in  this  country  prior  to  1760. 
He  was  a  good  draughtsman,  and  succeeded  in  producing  lifelike 
expressions.  In  his  poses  he  followed  the  conventions  of  his  and 
earlier  periods,  but  his  subjects  are  dignified  and  well  placed  upon 
the  canvas  and  the  painting  of  the  elaborate  costumes  of  satin  and 
velvet  is  convincing.  It  is  evident  that  some  of  the  flesh  tones  have 
faded,  producing  a  pallor  which  did  not  exist  in  the  pictures  as 
originally  painted,  but  the  ensemble  is  attractive  and  many  of  his 
works  are  suffused  with  a  pearly  tonality  which  render  them  dis¬ 
tinctive  and  appealing.  The  paint  is  usually  thinly  applied,  and 
the  method  shows  confidence  and  training.  As  to  how  or  where  this 
training  was  obtained,  we  are  still  unable  to  say,  and  in  view  of  the 
fact  that  Hamilton,  after  visiting  him,  states  that  he  had  no  “teach¬ 
ing,”  information  which  he  probably  received  directly  from  Feke 
himself,  we  must,  other  evidence  lacking,  take  with  a  grain  of  salt 
the  traditional  story  that  he  had  been  a  prisoner  of  war  in  Spain 
and  had,  while  upon  parole,  studied  the  works  of  Spanish  painters. 
As  he  is  called  a  “mariner”  in  the  record  of  his  daughter’s  marriage 
in  1767,  it  is  possible  that  upon  his  voyages  he  may  have  seen  exam¬ 
ples  of  European  art  with  opportunities  for  studying  them. 

1  “  .  .  .in  the  afternoon  .  .  .  Dr.  Moffatt  .  .  .  led  me  a  course  thro 

the  town.  He  carried  me  to  see  one  Feake,  a  painter,  the  most  extraordinary  genius  ever 
I  knew,  for  he  never  had  any  teaching.  .  .  .  This  man  has  exactly  the  phiz  of  a 

painter,  having  a  long,  pale  face,  sharp  nose,  large  eyes, — with  which  he  looked  upon  you 
steadfastly, — long,  curled  black  hair,  a  delicate  white  hand,  and  long  fingers.” 

2  Vide  ‘‘Hannah  Logan’s  Courtship,”  edited  by  Albert  Cook  Myers ;  p.  290.  Philadelphia, 
1904.  The  editor  gives  as  the  birth  and  death  dates  of  the  painter  those  of  his  father, 
the  elder  Robert. 
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The  most  important  group  of  his  work  may  be  seen  in  the 
Walker  Art  Gallery  at  Bowdoin  College,  where  five  of  his  portraits 
hang.  That  of  Samuel  Waldo,  which  forms  the  subject  of  this 
article,  is  one  of  the  group,  but  unfortunately  it  is  not  attributed  to 
Feke,  but  is  given  a  tentative  attribution  to  Smibert,  to  whose  work 
it  bears  neither  in  palette,  pose  nor  method  any  resemblance.  One 
has  only  to  compare  it  with  Smibert’s  full  lengths  of  Sir  William 
Pepperell  in  the  Essex  Institute  at  Salem,  the  Sir  Peter  Warren  in 
the  Athenaeum  at  Portsmouth,  New  Hampshire,  and  the  privately 
owned  portraits  of  William  Browne  and  his  wife  to  be  convinced 
that  Smibert  could  not  have  painted  the  graceful  dignified  figure  of 
Waldo,  for  successful  as  Smibert  was  with  busts  and  half-lengths 
he  was  never  able  to  master  the  correct  proportions  of  the  full  length, 
and  his  uneasy  attempts  are  distinctly  unhappy. 

Samuel  Waldo,  the  subject  of  this  portrait,  was  a  person  of  great 
wealth  and  importance  in  New  England  in  the  middle  of  the  eigh¬ 
teenth  century.  Born  in  Boston  in  1695  he  early  in  life  became  a 
merchant  in  partnership  with  his  cousin  Cornelius  of  the  same 
patronymic,  and  at  their  warehouse  “near  the  Crown  Coffee  House,” 
at  the  lower  end  of  King  (now  State)  Street,  Boston,  advertised  in 
1734  for  sale  “Best  London  Market  Madeira  Wine  lately  Imported 
hither  via  St.  Kitts:  to  be  sold  by  the  Pipe  Hogshead  or  Quarter 
Cask.”  About  this  time  he  was  chosen  by  the  Proprietors  of  the 
Muscungus  Patent,  a  very  extensive  grant  of  land  in  the  Province  of 
Maine,  to  adjust  and  settle  their  claim  with  the  English  Govern¬ 
ment.  It  is  evident  that  he  was  a  man  of  much  tact  and  business 
acumen,  for  so  successfully  did  he  handle  this  delicate  mission  that 
for  his  services  he  secured  one-half  of  the  whole  patent,  amounting 
to  600,000  acres.  Subse(]uently  he  obtained  by  purchase  two-thirds 
of  the  remainder,  thus  becoming  the  undisputed  o.vner  of  half  a 
million  acres  which  thereafter  were  known  as  the  Waldo  Patent. 
Much  of  the  remainder  of  his  life  was  devoted  to  the  development 
of  this  vast  tract,  but  he  also  found  time  to  enter  into  politics  and 
to  shine  as  a  military  hero,  holding  the  command  of  a  regiment  in 
the  siege  against  Louisburg  in  174^,  for  which  service  he  was  made 
a  brigadier-general,  and  four  years  later  was  personallv  praised  in 
London  by  King  George  the  Second.  In  while  inspecting 

the  location  for  a  fort  on  the  Penobscot,  he  was  stricken  with  apo¬ 
plexy  and  fell  dead  near  the  present  site  of  Bangor.  Although  no 
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stigma  attached  to  him  as  a  man  of  business  he  was  overweening  and 
ambitious  and  as  a  politician  was  not  overnice  in  the  means  used  to 
obtain  his  ends.  He  lost  no  opportunity  on  his  frequent  visits  to 
London  to  undermine  the  influence  of  Governor  Belcher  and  to 
further  the  appointment  of  his  friend  Shirley  as  Belcher’s  successor. 
In  this  he  was  eventually  successful  and  we  are  not  surprised  to 
learn  that  Belcher  in  his  correspondence  applied  to  him  the  horrid 
epithets  of  “wretch,”  “disconcerted  fool,”  “dog”  and  “haughty  block¬ 
head.” 

Feke  shows  him,  on  a  canvas  measuring  96  inches  by  59^,  as 
a  tall,  slight,  graceful,  debonair  figure,  prominently  placed  against 
a  landscape  background  showing  in  the  distance  across  a  stretch  of 
water  a  walled  settlement  which  looks  much  like  New  York  as  we 
know  it  from  the  earliest  engravings.  It  is,  however,  probably  in¬ 
tended  to  represent  Louisburg.  In  the  middle  distance  on  the  nearer 
shore  is  a  fort  in  action.  Waldo  is  richly  dressed  in  a  golden-brown 
velvet  coat  and  knee  breeches,  with  a  long  red  waistcoat  elaborately 
embroidered  with  gold  braid.  His  powdered  wig  is  tied  with  a 
black  queue  bow,  his  stockings  are  white,  and  his  low  black  shoes  are 
enlivened  with  large  gold  buckles.  His  dark  keen  eyes  are  directed 
to  the  spectator  and  his  attitude  suggests  one  of  alertness  and  haughty 
elegance.  His  left  hand  is  held  against  his  hip,  while  with  his  right 
he  grasps  a  spy-glass  which  rests  upon  a  conveniently  placed  pile 
of  rocks.  In  pose  the  picture  recalls  Feke’s  portraits  of  William  and 
James  Bowdoin  hanging  in  the  same  gallery  and  that  of  Charles 
Apthorp,  recently  acquired  by  the  Cleveland  Museum  of  Art,  and 
although  no  date  or  signature  has  been  found  on  it,  it  was  probably 
painted  in  1748,  the  same  year  in  which  these  portraits  are  dated. 
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JACQUES  LOUIS  DAVID  •  BY  HENRY  CARO-DEL- 
VAILLE 

There  is  in  the  French  spirit  a  dualism  which  sustains  its 
genius  throughout  history;  its  character,  however,  from  time 
to  time  is  subject  to  variation.  One  may  follow  its  successive 
reactions  in  art:  gracious  or  austere,  easy  or  disciplined,  sensual  or 
ascetic. 

David,  in  the  evolution  of  painting,  acted  as  a  promoter  of  one 
of  those  reactions  inherent  to  the  vitality  of  the  race.  He  was  born 
August  30,  1740,  at  a  time  when  art  was  sponsored  by  the  dissolute 
nobility  and  profligate  financiers.  The  taste  was  for  charming 
mythologies,  for  amorous  pastorals  and  airily  draped  assemblies. 
There  were  great  masters  in  this  style,  to  be  sure,  Boucher,  Van  Loo 
and  Coypel,  who  with  pliant  and  spiritual  brushes  evoked  opulent 
goddesses  with  pearly  flesh;  flights  of  nymphs  and  cupids,  in  an 
apotheosis  of  the  Dawn.  There  was  also  the  superb  Fragonard,  who 
in  the  golden  haze  of  a  summer’s  day  conjured  the  laughter  and 
the  play  of  lovers  in  the  blossoming  gardens  of  France. 

There  was  in  this  charming  art  the  desire  of  a  whole  society 
to  forget  its  immediate  life  and  to  find  sanctuary  in  the  illusions  of 
dreams.  Watteau  had  led  the  way,  conducting  his  troupes  of  com¬ 
edians  and  sophisticated  nobles  toward  his  enchanted  Island  of 
Cythere.  Poet,  and  deeply  human,  his  languid  dream  was  filled 
with  regrets  and  gentle  sighs.  The  lonely  figure,  wandering  in  the 
wood,  does  not  feel,  in  his  amorous  visions,  the  whispered  vows,  the 
murmured  farewells,  all  the  dying  epoch  which  is  to  be  swept  into 
the  abyss. 

Imagine,  then,  the  impending  drama:  a  dissolute  regime,  a 
society  striving  to  forget  in  revelry,  and  in  the  midst  of  its  careless 
pursuits,  certain  convinced  characters,  issuing  from  the  crowd  with 
new  ideas,  some  freaks  of  nature  and  her  laws,  with  a  generous 
desire  to  rediscover  the  sources  of  Truth,  of  Right  and  Justice. 
These  were  the  Fmcyclopedists,  men  of  absolute  science,  the  pro- 
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phetic  apostles  of  human  development.  Their  philosophy  was  to 
upset  the  world! 

At  the  time  we  find  David,  as  a  pupil  of  the  Academy,  intrusted 
to  the  administrative  instruction  of  twelve  professors,  who  alternated 
monthly.  Here,  art  was  ruled  by  pleasant  formulas  which  conduced 
to  a  virtuosity  of  handling  often  more  clever  than  the  spirit  that 
governed  it.  Meanwhile,  aside  from  the  mannerisms  and  those  peda¬ 
gogic  trifles,  some  real  masters,  isolated  from  the  official  world, 
worked  with  will  and  humility:  La  Tour,  Perroneau,  Chardin. 

Having  won  the  Prix  de  Rome,  David  went,  almost  against 
his  wishes,  to  the  Eternal  City.  The  artist  at  this  time  was  a  young 
man  of  thirty-four,  a  serious  and  docile  student,  his  character,  how¬ 
ever,  well  defined;  his  obstinate  physiognomy  explaining  a  violent, 
sombre,  yet,  withal,  simple  nature.  It  was  precisely  this  very  absence 
of  shadings  in  his  character  that  isolated  him  from  the  dilettantism  of 
the  period.  He  belonged  to  the  group  of  the  convinced,  and  he  only 
lacked  the  motives  imposed  upon  his  conviction.  Events  will  serve 
a  dynamic  temperament.  Rome  revealed  to  him  a  past  which  struck 
his  determined  and  positive  spirit.  For  some  time,  Poussin,  with 
his  Roman  austerities,  had  been  relegated  to  obscurity.  He  had 
ceased  to  be  the  fashion.  David  was  to  become  the  apostle  born  to 
resurrect  the  fallen  gods  and  to  delineate  the  ideal  upon  his  canvases 
in  reviving  the  antique  world. 

He  understood  the  severity  of  Roman  sculpture  and  the  cold 
formulas  of  the  Hellenistic  works  of  the  Decadence.  He  had,  so  to 
speak,  no  doctrines.  He  chieffy  demonstrated  a  willingness  to  find 
a  confirmation  in  the  spontaneous  examples  of  the  past.  He  went 
directly  to  those  models  which  impressed  themselves  so  strongly  upon 
his  violent  imagination.  He  retained  the  vigorous  and  simplified 
prototypes  which  constituted  his  table  of  laws.  When  you  reflect 
upon  the  paltry  productions  of  the  time,  you  will  find  that  he  trans¬ 
lates  the  literal  character  of  bronze  or  marble,  which  he  imposes 
without  change,  to  the  art  of  painting.  We  must  add  to  this  arbitrary 
interpretation,  the  philosophical  ideas  of  the  moment,  the  desire  to 
enlighten  the  people  and  “to  liberate  them  from  the  bondage  of 
tyrants,”  the  moral  inclinations  after  Diderot  or  Rousseau — a  me¬ 
lange  of  grandiloquent  sentimentalism  and  dogmatism  which  her¬ 
alded  the  coming  of  a  Universal  Republic.  Can  we  not,  therefore, 
understand  how  well  David  seized  his  opportunity? 
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We  know  the  pictures  that  established  his  fame:  Belisaire,  The 
Sorrows  of  Andromache  over  the  Body  of  her  Husband,  the  Horaces, 
Marius  at  Minturnae,  Socrates,  Brutus  and,  finally,  the  famous  Rape 
of  the  Sabines.  If  we  analyze  the  first  revelations  of  this  Master,  we 
will  find  them  academic,  scholastic,  but  sustained  by  a  creative 
strength  which  is  never  abandoned.  There  is,  in  the  efifort  which 
dominates  his  work,  something  of  fierceness  which  attains  to  a  stoical 
power,  power  which  is  conserved  by  the  reading  of  Plutarch,  or 
the  study  of  the  Romulus  or  the  Brutus  of  antique  statuary.  David 
composed  his  attitude  according  to  the  examples  he  selected  in  the 
libraries  and  museums.  But  were  not  these  borrowed  compositions 
to  aid  the  great  political  movements  of  the  day  and  to  serve  by  history 
and  erudition  to  judge  the  period?  The  art  of  David  supported  a 
whole  faction  of  which  he  was  unconscious,  the  Jacobin  party. 
David,  promoted  to  a  Revolutionary  leader,  planned  to  condemn  to 
capital  punishment  the  decorative  painting  of  the  aristocrats.  He 
was  seated  at  the  head  of  the  Tribunal  of  the  Convention,  “a  con¬ 
vention  of  the  arts”  we  might  call  it.  Without  doubt  his  ostracism 
was  necessary  at  the  moment  when  he  imposed  his  despotic  power; 
but,  to  be  sure,  if  the  work  of  David  had  been  confined  to  the  track  he 
had  himself  traced  for  it,  our  art  would  have  been  conducted  to 
another  phase  of  sterility.  The  danger  was  no  greater  from  abandon 
than  from  aridity,  from  sensualism  than  from  puritanism. 

Happily,  it  is  one  of  the  good  sides  of  French  character  not  to 
exceed  the  limit  of  a  doctrine,  and  to  know,  by  intuition,  how  to 
regain  a  normal  equilibrium  compromised  by  excess.  David,  the 
great,  the  true  David,  will  never  be  merely  the  painter  of  The 
Sabines,  but  the  painter  of  his  time — in  a  word,  the  Portraitist.  In 
truth,  his  temperament  carried  him  toward  reality,  he  synthetizes 
the  great  “bourgeois,”  he,  the  founder  of  the  lay-spirit  and  its 
rationalism.  By  his  archaeological  researches  he  possessed  a  discip¬ 
line  which  ordained  and  controlled  his  clairvoyant  gifts  and  his  ex¬ 
treme  common  sense. 

If  at  first  he  perceived  the  style  without  the  reality  and  in  a  dead 
language,  his  plastjc  studies  were  to  aid  him  upon  his  return  to 
realism  when  he  applied  himself  to  translating  them  in  a  style.  It 
is  when  David  employs  all  his  clo{]ucnce  to  speak  the  language  of 
his  period  that  he  finds  himself  again.  The  artist  possessed  a  logical 
and  direct  vision  which  was  not  achieved  in  the  theatrical  groupings 
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of  The  Oath  of  the  Tennis  Court,  of  his  Coronation  or  The  Oath 
of  the  Eagles.  Only  when  he  comes  face  to  face  with  nature  is  he 
in  full  possession  of  his  genius.  Recall  his  portrait  of  Pope  Pius 
VII;  the  family  of  Michel  Gerard,  the  Three  Ladies  of  Ghent; 
with  what  veracity  these  physiognomies  are  translated!  What  com¬ 
plete  self-possession  the  artist  demonstrates,  how  superbly  he  achieves 
all  the  force  and  authority  of  his  style  by  supreme  domination,  the 
aloofness  of  his  distinguished  sitters  who  make  you  feel  that  they 
are  not  the  prey  of  emotions.  However,  behind  the  positive  and 
practical  man,  one  perceives  a  tender  nature,  a  lover,  a  sentimentalist 
even.  Think  of  the  portrait  of  Madame  Seriziat  and  her  little 
daughter,  in  the  Louvre.  Certainly  the  man  who  painted  those 
downy  cheeks,  those  full  and  smiling  lips,  was  not  insensible  to  the 
fulness  of  life. 

We  find  in  America  a  magnificent  example  of  the  genius  of 
David  in  the  collection  of  Mr.  E.  J.  Berwind.  It  is  the  portrait 
of  Madame  de  Richmond  and  her  son  Eugene.  This  painting  shows 
the  quality  of  David  at  the  apogee  of  his  career.  The  figure  has  a 
purity  of  line  which  recalls  Greek  art,  but  Greek  art  recreated  in 
the  flesh  and  spirit  by  a  lover  of  form.  When  you  compare  this 
accomplished  work  with  the  formless  and  manneristic  English  por¬ 
traits  of  the  same  period  you  do  not  hesitate  to  rank  David  as  the 
greatest  master  of  plastic  beauty.  Its  altogether  feminine  seduc¬ 
tion,  the  silvery  radiation  which  issues  from  its  exquisite  flesh  tones, 
the  suppleness  and  abandon  of  the  pose,  combine  to  make  a  really 
picturesque  masterpiece,  stripped  of  all  pedantry.  This  portrait 
is  among  the  highest  expressions  of  French  art.  How  many  of 
such  examples  of  discipline  and  free  effusion  are  there  to  recom¬ 
pense  us  in  our  own  troubled  epoch? 


ITALIAN  PICTURES  AT  THE  NEW  YORK  HISTORICAL 
SOCIETY  AND  ELSEWHERE:  I  •  BY  RICHARD  OFFNER 


The  Italian  paintings  that  hang  in  the  crowded  rooms  of  the 
Historical  Society  have  been  known  to  students  for  some  time, 
but  they  have  noticed  only  the  more  significant  or  the  readily 
assignable,  and  saving  Mr.  Berenson’s^  and  Mr.  Siren’s^  articles  no 
seriously  critical,  much  less  consecutive,  studies  of  them  have  yet 

1  Gazette  des  Beaiix-Arts,  XV,  1896,  p.  196. 

2  Art  in  America,  II,  1914,  pp.  263-275,  325-336. 
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appeared.  The  collection  contains  a  small  number  of  pictures  of 
almost  every  school  of  importance,  among  others  the  Florentine, 
Sienese,  Venetian,  Paduan,  Milanese.  Narrower  localization  has 
been  difficult  or  impossible,  either  because  they  were  produced  by 
inferior  or  obscure  hands  or  because  of  their  deplorable  condition. 
Yet  it  is  frequently  works  such  as  these  that  sharpen  the  features  of 
a  more  important  artistic  personality,  and  always  afford  some  read¬ 
justment  towards  a  completer  view  of  artistic  evolution.  The  earliest 
of  these  is  a  diptych,  of  which  one  leaf,  the  right  one  ( Fig.  i )  appears 
here  in  reproduction;^  its  mate,  representing  a  Virgin  and  angels, 
was  published  in  this  journal  in  the  June  number  of  1914.  The  tone 
is  chryselephantine  with  a  scattering  of  light  greens  and  dark  blues, 
a  pale  green  haunting  the  worn  parts  of  the  flesh.  A  luminous 
gold  spreads  behind  and  about  the  orange-red  glory.  The  attri¬ 
bution  to  Bernardo  Daddi  requires  no  demonstration.  The  dating, 
however,  is  not  easily  determined.  The  rectangular  form  of  the 
left  compartment,  which  is  uncommon,  the  breadth  of  the  arrange¬ 
ment,  the  slightly  raised  throne,  the  approximate  uniformity  of  scale 
would  incline  one  for  the  period  of  the  large  altarpieces  of  S.  Gior¬ 
gio  a  Ruballa,  of  S.  Giusto  a  Signano,  hardly  for  that  of  the  Virgin 
of  Or  San  Michele.  The  similarity  of  the  type,  the  dress  and  the 
gentleness  of  our  Christ  to  that  of  Mr.  Berenson’s  Daddi  Virgin 
and  Child  in  the  pointed  frame  would  tend  to  confirm  my  feeling. 
The  Virgin’s  hand  resting  on  a  book  occurring  again  in  the  small 
triptych'"^  dated  1338,  and  in  the  small  Vatican  Madonna  is  not  to 
be  found  in  the  later  pictures.  Again,  she  is  more  mobile  here  than 
in  the  Sterbini  picture  or  in  the  Horne  diptych  and  seems  closer 
to  the  complete  freedom  of  the  Virgin  in  the  Altenburg  triptych. 
Her  resemblance  to  all  the  three  is  obvious,  as  is  that  of  the  Angels 
and  the  Blessed  of  our  diptych  to  the  Platt  and  the  Horne  Daddis. 
As  a  result  of  the  well-knit  structure  and  firm  modelling  in  our  dip¬ 
tych  and  its  affinity  with  the  style  of  works  falling  approximately 
between  1333  (the  date  of  the  Bigallo  triptych)  and  the  1338  trip¬ 
tych,  on  the  one  hand,  and  the  broader  design  and  type  of  his  later 
works  of  about  1345,  I  should  incline  to  date  it  about  1340. 

The  small  Last  Judgment  is  one  of  the  most  beautifully  con¬ 
ceived  paintings  of  the  period  following  Giotto’s  death  and  strongly 
influenced  by  him.  His  influence,  however,  is  less  evident  in  the 

>  1 1)<j  X  lYx  in. 

-  Siren.  (Hotln  mid  Smih’  of  his  '.tj.  pl.itc  14f) 
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Virgin,  whose  frequent  representation  has  afforded  opportunity  for 
freer  development,  than  in  the  Last  Judgment,  which  is  the  earliest 
panel  extant  representing  that  subject  painted  by  a  Florentine.  The 
heads  of  the  saints  are  reminiscent  of  the  same  characters  in  the 
Ascension  of  the  Arena  Chapel  and  of  the  heads  in  the  wings  of 
the  Medici  Chapel  polyptych  at  Sta.  Croce.  The  eager  upturned 
faces  of  the  Virgin,  the  Baptist  and  the  Apostles  are  like  empty 
cups.  Against  the  bright  upright  halos  in  severe  profile  they  look 
like  medals  schematically  arranged  as  if  in  unconscious  symboliza¬ 
tion  of  the  immutability  of  the  hierarchic  system,  of  which  the  sym¬ 
metrical  Christ  in  glory  is  the  supreme  embodiment.  The  naked 
cross  divides  the  upper  from  the  lower  portion  and  the  blue  angels 
announcing  the  Day  top  the  composition  with  a  pedimental  crown. 
The  high  seriousness  and  artistic  reverence  expressed  in  this  monu¬ 
mental  miniature,  make  it,  in  spite  of  its  condition,  one  of  the  very 
finest  primitives  in  America. 

The  next  in  date  is  a  small  paneF  (Fig.  2)  representing  a  Virgin 
with  saints  and  angels  of  such  mixed  derivation  that  it  offers  un¬ 
common  dilficulties  of  placing.  It  is  in  the  best  Giottesque  tradi¬ 
tion,  akin  to  the  Academy  Virgin,  Taddeo  Gaddi’s  large  Uffizi 
panel  and  his  Nativity  at  Sta.  Croce.  Its  more  immediate  traditions 
waver  between  Orcagna  and  Daddi,  who  stand  on  the  less  Florentine 
side  of  Florentine  painting.  The  shape  and  proportions  of  the  panel, 
the  relation  of  the  figures  to  each  other,  and  of  the  patterned  mass  to 
the  form  of  the  panel,  seem  to  have  come  along  with  many  other 
acquisitions  from  Nardo  di  Cione,  of  whose  influence  the  altarpiece 
at  the  Historical  Society  is  the  best  testimony.  The  contour  of  the 
brocade,  and  the  decorative  pattern  are  Orcagnesque,  there  being,  as 
a  heavily  predominant  rule,  more  geometry  in  the  brocades  and 
carpets  of  Daddi  and  the  rest  of  contemporary  Florentine  painting. 
The  eyes  also,  in  spite  of  the  leer,  resemble  those  of  the  Orcagna 
School,  those  strange,  ecstatic  eyes  that  swim  in  a  white  field  behind 
two  almost  straight  horizontals.  The  lids  do  not  meet  at  the  corners. 
Isolated  examples  of  this  type  of  eye  might  of  course  be  found  almost 
an5rwhere  in  Florentine  painting  of  the  fourteenth  century. 

The  little  flourish  at  the  tip  of  the  Baptist’s  drapery  on  the  left  is 
drawn  from  a  similar  flourish  in  the  drapery  of  Orcagna’s  Baptist 
1  1754  X  8|4  in. 


in  the  Jarves  Collection,  and  a  similar  curv’e  in  the  draper^'  as  it 
settles  upon  the  ground  in  the  St.  Peter  resembles  that  of  the  St. 
Peter  by  the  same  master  in  the  same  collection,  and  in  the  Nardo  of 
the  Historical  Society.  The  pattern,  expression  and  structure  of 
the  profiles  of  the  two  little  angels  can  be  found  almost  anywhere  in 
the  works  of  Orcagna  and  his  school  and  more  particularly  in  the 
small  Orcagnesque  Adoration  in  New  Haven. 

Among  the  most  conspicuous  and  peculiar  traits  of  our  painter’s 
style  is  the  heavy  ring  about  the  eye  deepened  by  the  surrounding 
high  light,  a  mannerism  to  be  found  almost  everywhere  in  the  Or¬ 
cagna  school  but  never  quite  so  emphatically  as  in  the  two  frescoes 
by  Daddi  in  S.  Croce.  The  tight  grasp,  so  conspicuous  a  singularit>^ 
of  our  saints,  occurs  nowhere  again  so  consistently  as  in  Daddi;  in 
the  St.  Paul,  and  with  the  same  animal  resoluteness  as  in  the  St.  Peter 
of  our  picture  in  the  same  saint  in  Daddi’s  altarpiece  at  S.  Giusto  a 
Signano,  in  the  Altenburg  picture,  in  the  Bigallo  triptych,  in  almost 
any  one  of  Daddi’s  works  chosen  at  random.  The  mantle  set  far 
back  on  the  head  appears  with  frequency  in  Orcagna  and  Daddi. 
As  examples  I  might  mention  Mr.  Berenson’s  Virgin,  the  Berlin 
three-quarter  length,  the  Bigallo  and  the  Siena  triptych,  all  by 
Daddi’s  hand. 

The  austere  patriarchal  saints,  with  the  exception  of  the  Baptist 
who  was  appropriated  from  Daddi’s  Altenburg  triptych,  are  the 
best  part  of  the  picture,  and  have  an  equal  share  of  Orcagnesque  and 
Daddesque  features.  The  Child  with  the  pointed  chin  might  easily 
have  been  borrowed  from  the  Christ  Child  in  the  Altenburg  pic¬ 
ture  or  even  from  that  of  the  Or  San  Michele  altarpiece  d'he  posi¬ 
tion  of  Christ’s  legs  and  the  relative  position  of  the  Virgin’s  hands 
are  proper  to  the  whole  of  the  fourteenth  century  in  Florence,  but 
might  have  been  drawn  from  Daddi’s  altarpiece  at  Or  S.  .Michele 
or  the  polyptych  of  half-lengths  at  Prato  by  some  one  of  his  school. 
'Phe  high  lemon  yellow,  the  hluc,  the  roseate  and  the  white  announce 
themselves  with  an  effect  of  crude  surprise.  And  yet  through  it, 
through  the  clumsy  pedantry  of  this  panel  there  radiates  a  genuine 
dignity  which  is  less  of  a  reflection  than  a  possession. 

Its  painter  was  a  prf)vincial  Florentine,  provincial  certainlv  in 
his  taste,  of  much  greater  originality  as  a  character  than  as  an  artist, 
who  at  the  time  of  its  painting  was  probably  in  the  Orcagna  shop, 
having  at  an  earlier  time,  before  Daddi’s  death  in  1 34H,  worked  in 
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his  studio,  where  he  lived  on  the  charming  influence  of  his  master. 
As  this  little  Virgin  reflects  the  maturer  features  of  the  Cione  man¬ 
ner,  that  of  their  works  falling  between  1345  and  1355,  it  would 
probably  belong  to  the  period  immediately  following,  that  is, 
between  1355  and  1360.  It  is  just  possible  that  it  was  the  same  hand 
that,  some  decades  back,  painted  the  Virgin  and  Saints  (5851)  in 
the  Musee  Fol,  Geneva,  ascribed  to  the  school  of  Taddeo  Gaddi. 

Of  the  Sienese  pictures  in  this  gallery  the  most  interesting  his¬ 
torically  is  a  small  Crucifixion  (Fig.  3)  which  has  certain  instructive 
affinities  to  a  representation  of  the  same  subject^  at  the  Metropolitan 
Museum.  The  betrayal  of  the  school  to  which  the  latter  (Fig.  4) 
belongs  is  so  complete  in  the  types  and  in  the  strong,  pungent, 
meridional  color  that  it  is  hard  to  conceive  how  so  un-Florentine  a 
painting  came  to  be  ascribed  to  so  Florentine  a  painter  as  Spinello 
Aretino.  For  some  time,  and  thanks  to  Mr.  Berenson,  it  has  been 
hanging  under  the  name  of  Bartolo  di  Fredi.  It  assumes  an  im¬ 
portance  far  in  excess  of  its  artistic  excellence  by  being  an  amplified 
and  reduced  copy  of  the  great  Crucifixion  of  Barna  in  the  Collegiata 
in  S.  Gimignano. 

The  main  groups,  Mary  and  the  holy  women,  the  group  of 
female  spectators,  the  children,  the  Evangelist,  all  the  child  figures 
left  of  the  cross,  the  soldiers  drawing  lots,  the  two  boys  behind  them, 
the  two  central  horsemen,  and  the  next  four  horsemen  to  the  right, 
with  expletives,  changes  and  additions,  the  angel  under  the  Savior’s 
right  arm,  and  the  three  crosses,  all  have  been  taken  over  from  the 
original.  What  remains  is  the  copyist’s  own  invention.  In  spite  of 
occasional  confusions  of  Barna’s  and  Bartolo’s  works  there  can  be  no 
question  of  Barna’s  authorship  here,  especially  as  there  is  funda¬ 
mental  dissimilarity  between  the  manner  and  the  type  of  the  two 
paintings  and  as  the  resemblances  to  Bartolo  di  Fredi  are  even  more 
considerable. 

To  anyone  who  will  take  pains  to  see,  the  correctness  of  the  attri¬ 
bution  is  demonstrable  by  a  comparison  of  the  heads  of  the  women 
on  the  left  with  those  in  Bartolo’s  Crossing  of  the  Red  Sea  in  the 
Collegiata  at  S.  Gimignano;  the  small-nosed  profiles  of  the  Dormi- 
tion  and  Betrothal  in  the  Siena  Academy,  or  of  the  Annunciation 
Angel  in  Budapest,  with  the  head  of  the  Magdalen  here;  the  wings 
of  the  same  angel  with  those  in  our  Crucifixion;  the  edge  of  the  gar- 
i20i4x38H  in. 
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ment  at  the  neck  of  the  St.  John  in  The  Virgin  among  the  Apostles, 
and  of  the  fourth  apostle  from  the  left  in  the  Dormition  with  the 
corresponding  part  of  the  dress  in  the  Evangelist  of  our  picture;  the 
head  of  the  second  apostle  from  the  left  in  the  Dormition  in  S.  Gimi¬ 
gnano,  those  of  Joseph  and  the  senior  king  in  the  Adoration  in  Siena, 
with  the  head  of  Longinus  in  our  picture;  the  solid  color  and  quan¬ 
titative  modelling  in  the  Budapest  Annunciation,  the  Louvre 
Presentation,  and  the  Siena  Adoration,  with  those  in  our  Crucifixion ; 
the  dainty  and  fragile  hands  in  the  four  scenes  from  the  Life  of  the 
Virgin  with  those  in  our  picture.  Setting  this  little  picture  beside  the 
body  of  his  acknowledged  work,  considering  all  of  his  limitations 
both  as  a  dramatic  composer  and  as  a  draughtsman,  with  his  un¬ 
imaginative  vision,  it  is  hard  to  accept  this  performance  as  entirely 
his  own.  Where  the  copyist  adds  to  the  original  he  is  overcome  by  his 
own  incompetence.  Among  less  notable  failures  he  has  not  caught  the 
close  causative  interdependence  of  action  and  mental  response  of 
the  original,  and  has  misunderstood  the  compositional  design  of  the 
two  central  horsemen  and  the  relation  of  their  movements  to  their 
structures. 

The  small  likelihood  of  Bartolo’s  own  share  in  the  painting  of 
this  picture  is  reduced  by  the  probable  dating  of  the  original.  Of 
course,  no  valid  hypotheses  can  be  made  on  the  unreliable  testi¬ 
mony  of  Vasari  and  Baldinucci.  If  we  assume  that  Barna  died 
of  a  fall  while  painting  in  S.  Gimignano  (Vasari)  and  that  his  death 
occurred  in  1380  (Baldinucci)  the  original  of  our  painting  was 
painted  sometime  after  his  stay  at  Arezzo,  that  is,  1369  and  before 
1380,  probably  towards  the  end  of  this  period,  and  certainly  after 
Bartolo’s  second  sojourn  there  ( ?i366-i368). 

On  comparison  with  the  later  of  his  dated  works  and  with  the 
most  comparable,  the  ancona  painted  for  the  church  of  S.  Fran¬ 
cesco  at  Montalcino  dated  1388,  the  differences  between  its  delicately 
fashioned  faces,  the  dainty  movement  and  the  graceful  apathy,  and 
the  crudities  of  style  and  workmanship  of  our  picture  defy  the  like¬ 
lihood  of  an  identity  of  hand. 

Close  to  Bartolo,  of  his  school,  yet  not  by  his  own  hand,  our 
picture  must  have  been  painted  by  some  follower  or  pupil,  and  of 
these  the  only  one  known  to  us  who  might  have  painted  it  is  Andrea 
di  Bartolo. 
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On  the  basis  of  the  small  stock  of  Andrea’s  known  works  it 
would  be  hard  to  establish  my  suggested  attribution.  At  best  the 
cooperative  system  of  painting  would  put  it  into  the  region  of  inter¬ 
mediate  certainty. 

But  some  of  the  more  significant  similarities  of  our  picture  to 
Bartolo’s  manner  increase  when  it  is  set  beside  Andrea’s  Assumption, 
formerly  in  the  Yerkes  Collection,  and  the  Madonna  in  S.  Pietro 
Ovile,  Siena.  The  drapery  of  the  Evangelist  in  our  picture  has 
exactly  the  same  hang  and  fold-ridges  and  the  same  crisply  drawn 
gold  edging  as  the  St.  Thomas  in  the  Yerkes  Assumption.  The  pro¬ 
file  of  the  woman  on  the  left  with  a  braid  along  her  back  is  repeated 
in  the  same  figure.  The  hands  and  fingers  have  a  similar  slimness. 
The  wide  eyes  of  the  Assumption  and  the  heavy  faces  and  direct 
gaze  of  the  Siena  Virgin  are  much  nearer  the  personality  whose 
hand  painted  the  Metropolitan  panel  than  the  reticent,  vague  and 
dainty  types  of  Bartolo.  If  by  Andrea  it  was  probably  painted 
around  1390. 

The  little  Crucifixion^  of  the  Historical  Society  (Fig.  3)  bears 
strong  resemblance  to  the  Metropolitan  picture,  but  not  strong 
enough  to  make  it  attributable  to  the  same  hand.  Its  psychological 
temper  is  timid  and  the  color,  though  full  of  reds,  blacks  and 
blues,  is  pale.  The  painter  of  this  Crucifixion  had  less  inven¬ 
tion,  less  mobility,  duller  sense  of  dramatic  action,  a  more  lethargic 
disposition.  The  pulse  of  these  people  is  slower.  Technically  our 
painter  is  feebler,  his  grouping  is  less  compact,  though  he  gains 
something  by  throwing  the  heavy  rocks  in  back  of  the  side  groups, 
thus  isolating  the  central  ones. 

If  he  did  not  imitate  parts  of  the  Metropolitan  Crucifixion  he 
probably  imitated  some  picture  lineally  descended  from  it.  Witness 
the  similarity  of  the  two  torsos  of  Christ  and  their  fashion,  the  resem¬ 
blance  between  the  two  evangelists  and  the  hold  of  their  draperies 
round  their  shoulders;  the  position  of  the  swooning  Madonnas. 

As  for  the  authorship,  the  hand  that  painted  this  picture  shows 
mixed  traces  of  Fei’s  and  Bartolo’s  influence,  probably  that  of  some 
assistant  in  the  shop  of  Bartolo  attracted  by  the  much  younger  artist. 
The  warm  and  full  colors  of  Bartolo’s  school  do  not  suit  him  entirely 
and  his  surface  assumes  a  certain  pallor.  The  woolly  execution, 
the  modelling,  the  heavy-lidded  types  are  Fei’s,  the  color,  the 
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draperies,  the  straight  upper  lids,  the  pantomime  Bartolo’s.  Com¬ 
pare  the  gaunt  legs,  the  draping  of  the  loin-cloth  of  the  Christ  in 
our  picture  with  those  of  the  Christ  in  the  trefoil  of  Mr.  Berenson’s 
triptych  by  Fei;  the  figure  with  the  hexagonal  nimbus  on  the  right 
with  the  male  saint  in  the  right  wing  of  the  same  triptych,  the  profile 
on  the  left  with  the  Annunciation  Angel  in  the  medallion  of  Mr. 
Berenson’s  picture,  and  with  the  St.  Agnes  of  the  Saracini  Fei  repre¬ 
senting  the  Virgin  with  saints  and  angels;  the  heavy  eyes  of  the 
Magdalen  and  of  the  holy  woman  supporting  the  head  of  the  Virgin 
with  the  eyes  of  the  Virgin  and  of  some  of  the  angels  in  the  Saracini 
picture.  One  will  meet  with  the  faces  of  the  men  in  this  predella 
piece  in  almost  any  of  Fei’s  paintings.  Its  date  would  have  to  be 
around  1400. 


A  TERRA-COTTA  BUST  BY  CHINARD  •  BY  JOSEPH 
BRECK 

Despite  his  undoubted  ability,  the  name  of  Joseph  Chinard 
was  well-nigh  forgotten,  at  least  by  the  general  public,  when 
a  large  exhibition  of  his  sculptures,  held  in  1909-1910,  at  the 
Musee  des  Arts  Decoratifs  in  Paris,  revived  interest  in  the  work  of 
this  artist,  who  deserves  a  happier  fate  than  the  obscurity  of  pro¬ 
vincial  renown.  Indeed,  it  is  not  too  much  to  say  that  Chinard  at 
his  best  ranks  among  the  greatest  French  sculptors  of  his  century. 

It  was  Chinard’s  misfortune  that  he  was  born  a  decade  or  so 
too  late.  Had  he  flourished  in  the  age  of  Louis  XVl  instead  of 
during  the  Revolution  and  Empire — a  period  which  scarcely  invites 
the  same  attention  for  what  it  achieved  in  sculpture — not  only  might 
his  attainments  have  received  to-day  wider  recognition,  but  also, 
under  more  favorable  conditions,  it  is  probable  that  his  art  would 
have  reached  a  more  perfect  flowering.  Chinard  was  essentially 
a  realist,  a  student  of  life  and  character,  and  although  his  genius 
overflowed  the  narrow  channel  of  pseudo-classicism  to  which  it  was 
directed  by  the  pedantic  taste  of  his  generation,  nevertheless,  some¬ 
thing  of  his  individuality  was  thereby  drained  off  into  the  sterile 
fields  of  mannerism. 

It  may  be  of  interest  to  recount  brictly  the  main  events  of 
Chinard’s  career.  He  was  born  in  at  Lyons,  where,  with  the 

exception  of  his  Italian  sojourns,  he  spent  the  greater  part  of  his 
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life.  He  received  his  early  training  at  Lyons,  but  in  1784  removed 
to  Rome,  where  he  devoted  himself  to  the  study  of  the  antique,  copy¬ 
ing  the  masterpieces  of  ancient  art  and  pondering  the  lessons  of  their 
serene  beauty.  These  studies  played  an  important  part  in  forming 
his  style,  but  his  art  was  too  personal  to  lose  itself  in  the  academic 
correctness  of  neo-classicism.  In  1788  Chinard  returned  to  Lyons, 
married,  and  three  years  later,  toward  the  close  of  1791,  went  again 
to  Rome.  The  second  visit  was  brief;  in  less  than  a  year  he  was 
banished  as  the  result  of  a  plastic  indiscretion  to  which  his  revolu¬ 
tionary  and  anti-clerical  sentiments  committed  him.  To  model  for 
the  base  of  a  candelabrum,  and  to  exhibit  publicly,  an  allegorical 
group  of  Apollo  trampling  under  foot  Superstition,  the  latter  clearly 
indicated  as  the  Church,  may  have  been  a  la  mode  in  France  at  the 
time,  but  it  was  distinctly  unwise  in  Rome!  Chinard  was  impris¬ 
oned  for  this  outrage  to  religion,  but  through  powerful  intercession, 
escaped  with  no  further  penalty  than  exile. 

In  December,  1792,  he  made  his  way  back  to  Lyons,  where  he 
was  received  with  enthusiasm  as  an  artist  of  increasing  promise  and 
as  a  patriot-martyr  who  had  suffered  for  his  convictions.  His 
Roman  adventure  would  seem  to  have  been  sufficient  proof  of  his 
republicanism,  but  a  year  after  his  return  he  was  denounced  as  an 
anti-revolutionist  and  again  thrown  into  jail.  Some  of  the  charges 
against  him  were  obviously  absurd;  in  any  case,  they  were  not  serious 
enough  to  cause  his  conviction.  One  sees  only  jealousy  and  spite  in 
such  ridiculous  accusations  as  these:  that  the  civic  crown  which 
Chinard’s  statue  of  Victory  for  the  Hotel  de  Ville,  held  in  her  right 
hand,  was  not  raised  on  high,  but  lowered  and  carried  backwards 
with  an  insulting  intention;  that  his  statue  of  Fame  on  the  Saint- 
Clair  bridge  faced  toward  Switzerland  and  blew  her  trumpet  as  if 
to  recall  the  emigres;  and  that  the  lions  of  the  Porte  Saint-Clair, 
emblematic  of  the  city,  were  represented  with  their  tails  against 
their  flanks,  implying  civic  cowardice.  Obviously,  good  republican 
lions  should  flaunt  their  tails  in  the  air!  But  ridiculous  or  not, 
Chinard  had  to  languish  for  several  months  in  jail. 

While  in  prison,  Chinard  modeled  an  allegory  of  Innocence 
in  the  form  of  a  dove  taking  refuge  in  the  breast  of  Justice.  Ac¬ 
cording  to  legend,  he  sent  this  to  one  of  his  judges,  whose  heart  was 
so  touched  that  he  secured  the  artist’s  acquittal.  However  this  may 
have  been,  Chinard  was  set  free  on  February  28,  1794.  The  pen- 


dulum  of  public  opinion  executed  its  customary  swing,  and  our  good 
citizen,  who  had  been  so  basely  accused,  found  himself  busily  occu¬ 
pied  in  making  portraits  of  worthy  patriots,  in  organizing  civic 
fetes,  and  executing  other  public  commissions,  notably  for  the  deco¬ 
rations  erected  on  the  occasion  of  Bonaparte’s  various  passages 
through  the  city.  In  this  way,  Chinard  was  brought  to  the  attention 
of  Napoleon,  and  won  the  good  graces  of  the  imperial  family,  many 
of  whom  he  portrayed  at  one  time  or  another.  Among  these  were 
Elisa  Bonaparte  and  her  husband.  Prince  Felix  Bacciocchi,  in  whose 
service  the  sculptor  again  visited  Italy.  Aside  from  this  and  a  few 
brief  sojourns  in  Paris,  Chinard  rarely  left  his  native  city,  where 
he  died  at  the  height  of  his  success  in  1813. 

Chinard  worked  in  marble,  bronze,  and  terra-cotta.  In  general, 
his  statues  are  less  interesting  than  his  sculptures  on  a  smaller  scale. 
A  considerable  part  of  his  work  consists  of  statuettes  of  mythological 
or  allegorical  subjects,  characterized  by  easy  grace,  facile  invention, 
and  technical  ability  of  no  small  order.  But  undoubtedly,  it  is  his 
portrait  busts  and  portrait  medallions  which  most  clearly  reveal  the 
exceptional  quality  of  his  genius. 

Worthy  to  be  classed  with  his  best  work  is  the  terra-cotta 
bust^  which  has  lately  been  acquired  by  the  Metropolitan  Museum 
of  Art.  The  bust  is  said  to  have  been  purchased  in  Lyons  some 
fifteen  or  twenty  years  ago.  It  was  sold  in  Paris  in  1909  and  resold 
in  191 1.  It  appeared  in  New  York  at  an  auction  sale  of  enemy  alien 
property  in  January,  1919.  It  was  described  in  the  catalogue  as 
“Terra-cotta  Bust,  French,  late  XVIII  century.  Very  fine  life 
size  bust  of  a  young  man,  showing  the  influence  of  Houdon.’’  It 
was  acquired  by  the  Museum  at  the  sale.  As  far  as  the  writer  knows, 
the  bust  is  now  published  for  the  first  time,  although  it  is  mentioned 
among  Chinard’s  works  in  “Les  Artistes  Lyonnais,”  by  Alphonse 
Germain,  1910,  p.  34,  where  it  is  described  as  rhomme  aux  lotujs  che- 
veiix,  in  the  possession  of  .M.  Bing. 

The  bust  is  presumed  to  be  a  portrait  of  the  notorious  Jaciiues- 
Renc  Hebert  (1757-1794),  better  known  as  Pere  Ducliesne,  from  the 
name  of  the  inflammatory  journal  of  sans-culoHisute  which  he  eilited. 
As  an  extreme  revolutionist,  Hebert  played  a  prominent  part  be¬ 
tween  1790-1794  in  the  political  affairs  of  his  time,  and  even  gave 
his  name  to  a  party.  His  ambition  led  him  into  conflict  with  Dan- 
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ton,  Desmoulins  and  Robespierre.  His  enemies  were  too  powerful 
for  him,  and  he  was  decapitated  on  March  21,  1794.  portrait  of 
Hebert  by  Bonneville  and  a  crayon  drawing  by  Gabriel  in  the  Musee 
Carnavalet  appear  to  substantiate  the  proposed  identification,  but 
in  such  matters  it  is  difficult  to  arrive  at  certainty. 

The  bust  is  in  the  form  of  a  herm,  the  terra-cotta  having  been 
filled  in  with  plaster  at  the  sides  to  complete  the  base.  The  arching 
of  the  heavy  eye-brows  and  the  parting  of  the  lips  give  an  extraor¬ 
dinary  expression  of  animation  to  the  face,  which  is  framed  in 
luxuriant  waves  of  long  hair.  This  nervous  energy  accords  well 
with  what  we  know  of  the  character  of  Hebert,  the  Bolshevist  dema¬ 
gogue  of  the  French  Revolution,  whose  scurrilous  writings  and  vio¬ 
lent  speech  breathed  the  most  bitter  hatred  of  the  old  order. 

The  modelling  reveals  a  master’s  hand.  Although  the  bust  is 
unsigned,  it  is  undoubtedly  the  work  of  Chinard.  No  other  sculptor 
of  the  time,  save  Houdon,  could  have  expressed  in  forms  so  instinct 
with  life  the  penetrating  analysis  of  character  which  is  conspicuous 
in  this  bust.  But  the  style  is  obviously  not  that  of  Houdon,  nor 
the  technique,  especially  in  the  treatment  of  the  hair,  which  in  its 
picturesque  elaboration  is  thoroughly  characteristic  of  Chinard. 
The  authorship  of  the  Museum’s  new  accession  is  unmistakable. 


A  LANDSCAPE  BYT.  GAINSBOROUGH  •  BY  MAURICE 
W.  BROCKWELL 

The  very  fine  Landscape  by  Gainsborough,  recently  purchased 
by  the  Worcester  Museum  of  Art,  was  one  of  eleven  land¬ 
scapes  by  the  artist  which,  together  with  a  self-portrait,  long 
hung  at  Westbourne  Road,  Edgbaston,  a  suburb  of  Birmingham,  in 
the  house  of  the  humble  maker  and  subsequently  the  prolific  manu¬ 
facturer  of  steel  pens,  Joseph  Gillott. 

It  may  be  recalled  that  Gillott  was  born  in  Yorkshire  just 
eleven  years  after  the  death  of  Gainsborough  and  that  he  had 
none  of  the  advantages  of  modern  education.  He  was,  however, 
essentially  a  practical  man.  For  having  earned  his  living  in  his 
youth  as  a  mechanic  in  Sheffield,  and  learnt  to  make  penknife  blades 
and  grind  them  better  than  most  lads,  he  realized  that  his  prospects 
were  poor  in  his  native  town.  Consequently  he  removed  to  Bir¬ 
mingham,  where  he  soon  devoted  his  energies  and  ingenuity  to  the 
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making  of  steel  pens  in  a  garret  to  which  no  one  but  his  wife  had 
access.  He  used  to  finish  these  hand-made  pens  with  blue  lacquer, 
heating  them  in  a  common  frying-pan  on  a  small  fire.  And  we  must 
remember  that  in  those  days  steel  pens,  in  contradistinction  to  quill 
pens,  were  sold  at  more  than  three  shillings  each.  Having  small 
expenses  and  no  competitors,  he  made  money  fast.  So  great  was 
his  industry  that,  in  the  early  hours  of  the  morning  of  his  wedding 
to  Miss  Mitchell,  Gillott  turned  out  a  gross  of  pens  which  he  sold 
at  once  at  a  shilling  each.  The  reduction  in  price  was  in  great 
measure  due  to  his  adapting  the  press  used  in  button-making  to  the 
manufacture  of  pens.  So  prodigious  was  his  success  that  by  1836  he 
had  built  a  factory  and  was  turning  out  36,000,000  pens  annually. 

Acting  on  the  maxim,  as  Redford  tells  us,  that  “the  best  of 
everything  is  good  enough  for  me,”  and  strong  in  his  determina¬ 
tion  to  rival  one  or  two  small  but  earlier  collectors  of  pictures  in 
Birmingham,  he  set  himself  to  acquire,  like  them,  paintings  by  David 
Cox  and  the  great  Turner.  In  those  days  most  English  collectors 
belonged  to  families  which  had  enjoyed  the  possession  of  pictures 
for  some  years.  But  Gillott,  like  Bolckow,  belonged  to  the  new 
order.  He  was  self-taught  in  the  outstanding  phases  of  art  history, 
as  then  understood,  as  he  was  in  other  matters.  But  acquiring 
practical  knowledge,  he  came  to  be  known  before  long  for  his  sound 
judgment  and  good  taste.  In  time  two  galleries  were  built  to  con¬ 
tain  his  paintings,  and  others  were  hung  in  the  Entrance  Hall,  which 
was  lit  by  a  top  light.  But  his  fine  Turner  water  colors  were  hung 
in  the  drawing  room. 

All  things  give  place,  in  the  words  of  the  Greek  philosopher. 
And  when  his  end  came,  at  the  age  of  seventy-two,  a  catalogue  was 
drawn  up  of  “The  renowned  Collection  of  Ancient  and  Modern 
pictures  and  water  colours  of  that  well  known  patron  of  art.”  Also 
the  public  was  reminded  that  “the  noble  collection  of  pictures 
brought  together  by  the  late  Mr.  Joseph  Gillott  has  enjoyed  so  world¬ 
wide  a  fame,  and  been  so  long  regarded  by  connoisseurs — and  justly 
so — as  a  complete  epitome  of  the  hhiglish  vSchool,  that  very  little 
comment  is  necessary.  Being  the  growth  of  many  years,  its  forma¬ 
tion  has  been  the  result  of  no  hasty  or  indiscriminate  purchase.” 
Mid-Victorian  sentiment  was  nf)t  accustomed  to  manifest  itself  in 
loquacity,  and  certainly  not  in  sale  catalogues.  Nor  did  the  daily 
press  often  indulge  in  eulogy.  It  is  therefore  all  the  more  remark- 
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able  to  read  that  “the  most  important  sale  in  this  season  at  Christie’s 
and  one  that  first  began  the  great  rise  in  the  price  of  modern  pictures 
of  the  English  School  was  that  of  the  collection  formed  during  many 
years  by  Mr.  Gillott.  Of  Gainsborough’s  there  were  twelve,  all  land¬ 
scapes,  and  some  very  fine  examples,  with  one  portrait.” 

We  read  that  “Mr.  Gladstone  himself  was  among  the  num¬ 
ber  of  those  present”  on  the  first  day  of  the  sale.  This  canvas  did 
not  come  up  until  the  fourth  day,  when  the  sixty-five  pictures  offered 
fetched  the  then  very  high  total  of  £36,830,  or  an  average  of  £566. 
Such  prices  were  probably  commensurate  in  1872  with  those  paid 
just  twenty  years  later  for  the  ninety-one  paintings  of  the  Dudley 
Collection,  which  aggregated  £99,364,  and  with  the  enormous  sums 
paid  to-day.  Our  Grand  Landscape  is  found  in  the  catalogue  as  No. 
284  and  as  measuring  57  inches  by  62  inches.  On  April  27  it  was 
knocked  down  for  £367.10.0  to  “W.  Cox.”  Cox,  in  fact,  purchased 
quite  sixty  lots  for  different  buyers,  and  he  evidently  rated  this  one 
higher  than  the  sum  paid.  He  was  a  near  relative  of  David  Cox, 
the  Birmingham  painter,  whose  Peace  &  War  fetched  over  £3,600. 
And  such  a  picture  was  more  to  the  taste  of  the  average  collector 
of  that  period  than  was  a  representative  Gainsborough  landscape. 
Moreover,  W.  Cox  had  been  the  great  friend  of  Gillott,  who  had 
consulted  him  regarding  almost  all  his  purchases.  And  as  a  dealer 
he  lingered  on  in  London  until  some  thirty-five  years  ago.  Our 
Landscape  was  described  in  the  catalogue  as  containing  “a  horse¬ 
man  at  a  brook  and  a  flock  of  sheep  descending  a  hilly  road;  a  milk¬ 
maid  crossing  a  rustic  bridge  and  cows  in  the  middle  distance.”  The 
identification  is  complete,  and  we  are  told  that  it  is  one  of  those 
“mentioned  in  Fulcher’s  ‘Life  of  Gainsborough.’  ”  However,  it  is 
difficult  to  detach  this  one  from  the  number  roughly  cited  but  not 
fully  described  by  Fulcher,  who  did  not  always  give  the  measure¬ 
ments  in  1856.  It  is  pretty  certain  that  our  picture  is  that  exhibited 
at  the  Manchester  Art  Treasures  Exhibition  of  1837  Thomas 
Todd,  and  hung  as  No.  76,  A  Landscape,  among  the  Paintings  by 
Modern  Masters  in  Saloon  D.  It  is,  moreover,  practically  certain 
that  his  widow  is  the  lady  mentioned  in  the  Gillott  Sale  Catalogue 
as  the  “Mrs.  Todd,  of  Inverness,”  in  whose  collection  it  was  then 
declared  to  have  been  previously. 

So  important  was  the  Gillott  sale  that  a  fully  priced  edition  of 
the  Catalogue,  giving  the  name  of  the  purchaser  of  each  lot,  was 


subsequently  printed.  We  may  note  that  by  the  “New  York  Museum 
of  Art”  alone  were  purchased  four  Constables,  one  Crome,  one 
Gainsborough,  two  Turners,  one  De  Koninck  and  one  Greuze!  One 
would  naturally  assume  that  at  that  date  those  pictures  were  added  to 
the  Metropolitan  Museum  of  Art,  whose  first  catalogue  of  paintings 
seems  to  have  been  issued  during  the  same  year  as  the  Gillott  sale.  Yet 
there  is  to-day  no  trace  of  such  paintings  in  the  catalogue  of  the  Mu¬ 
seum.  Perhaps  the  sale  was  not  ratified  for  some  reason  or  other,  and 
thus  the  Metropolitan’s  early  loss  is  Worcester’s  tardy  gain.  In  any 
case  we  may  note  that  Turner’s  oil  painting  of  Kilgarran  Castle,  then 
stated  to  have  been  bought  by  the  New  York  Museum  of  Art  for 
£2,835  {^r\d  “considered  a  very  moderate  price  for  this  noble  exam¬ 
ple”)  was  twenty-five  years  later  in  the  Bischoffsheim  Collection  in 
London. 

Like  many  lovers  of  pictures,  Gillott  was  extremely  fond  of 
music  and  thus  a  collector  also  of  musical  instruments.  In  this 
respect  he  resembled  Gainsborough,  although  neither  of  them  was 
a  practical  musician.  Consequently,  after  the  pictures  had  been  dis¬ 
posed  of  for  £164,501,  the  fine  old  Italian  musical  instruments,  in¬ 
cluding  violins  and  violoncellos  by  Stradivarius,  Guarnerius  and 
other  celebrated  makers,  to  the  number  of  153,  changed  hands  for 
£4,195.  We  know  of  Gainsborough’s  vagaries  of  coveting,  and  mak¬ 
ing  music  with,  the  instruments  he  acquired,  although  he  never 
knew  his  notes.  In  like  manner  it  was  a  foible  of  Gillott  to  exclaim 
suddenly  in  the  quiet  of  his  home;  “Let’s  have  the  Strad  out  to¬ 
night.”  And  then  he  would  twang  the  strings  and,  Redford  tells  us. 
his  face  would  beam  with  pleasure. 

But  what  of  our  picture?  Subsequent  to  its  inclusion  in  the 
Todd  and  Gillott  Collections,  its  history  is  a  closed  book  until  it 
was  exhibited  about  1892  in  a  room  by  itself  by  Tooth,  the  London 
dealer.  So  suitable  was  its  temporary  setting  that  it  was  acquired  for 
7,000  guineas  by  Sir  Horatio  Davies,  who  was  at  one  time  Lord 
Mayor  of  London.  Nothing  more  is  known  of  it  until  its  sale  to 
the  Worcester  Art  Museum.  Painted  on  canvas  and  measuring 
^7  inches  by  62  inches,  its  being  almost  S(]uare  is  a  cause  of  surprise 
and  contrasts  with  the  approximate  size  of  47  inches  by  57  inches 
that  the  artist  used  in  giving  to  posterity  such  supreme  creations 
as  the  Harvest  Cart  of  the  Swaythling  Collection;  the  Mall,  in 
recent  times  secured  by  Mr.  Frick;  and  the  signed  Market  Cart, 
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which  in  1913  passed  from  Sir  Audley  Neeld  to  Judge  Gary.  Doubt¬ 
less  our  artist  felt  that  some  part  of  the  consonance  and  mystery  was 
derived  from  the  exquisite  scale  which  he  therein  adopted.  It  is 
most  interesting  to  remark  how,  in  his  earlier  achievements — among 
which  this  example  is  to  be  included — Gainsborough  had  had  to 
experiment  with  his  materials.  With  him  the  selection  of  the  sub¬ 
ject  matter  to  convey  a  mood  was  a  simple  affair.  It  was  ready  to 
his  hand  in  the  neighborhood  of  Bath,  where,  we  take  it,  this  pic¬ 
ture  was  painted  towards  the  end  of  his  second  period.  The  internal 
evidence  of  our  Landscape  shows  that  in  the  brushing  of  the  trees 
in  the  right  foreground  he  is  still  in  some  slight  degree  affected  by 
the  methods  of  Wynants  and  other  Dutch  exemplars.  As  he  pro¬ 
gresses  and  sweeps  his  hand  half  unconsciously  across  the  canvas 
towards  the  left,  he  shakes  it  free  of  any  such  formative  influence. 
Thus  in  the  final  strokes  of  the  foliage  the  touch  becomes  “feathery.” 
And  as  he  gets  up  from  his  easel  he  has  given  us  the  first  indications 
of  his  fast  approaching  maniere  hackee,  as  a  French  writer  might 
call  it,  and  prepared  us  for  the  lightness  of  touch  and  minimum  of 
effort  which  mark  the  National  Gallery’s  Market  Cart  of  1786.  For 
there  cannot  be  much  more  than  a  dozen  years  between  the  almost 
square  composition  at  Worcester  and  the  upright  landscape  at 
Trafalgar  Square. 

This  is  hardly  the  place  to  enlarge  on  the  varied  experiences  of 
Gillott  with  the  painters  of  his  own  day  or  to  recount  the  breezy,  but 
ultimately  successful,  interview  which  the  art-patron  had  with 
Turner,  the  one  man  who  saw  nature  in  relation  and  subjection  to 
the  human  soul,  after  he  had  managed  to  get  past  that  “sort  of  female 
Cerberus”  who  acted  as  Turner’s  housekeeper.  Rather  would  we 
recall  the  wording  of  Gainsborough  to  William  Jackson  of  Exeter; 
“I’m  sick  of  portraits  and  wish  very  much  to  take  up  my  viol-da- 
gamba  and  walk  off  to  some  sweet  village  where  I  can  paint  land- 
skips.”  We  can  without  much  difficulty  visualize  the  intractable 
Gainsborough  brushing  away,  from  time  to  time,  at  this  and  the 
other  landscapes  which  our  pen-maker,  would-be  musician,  and 
exacting  art-collector  was  to  cherish  until  his  death. 


FIGURE  PICTURES  BY  WYATT  EATON  •  BY  FRED¬ 
ERIC  FAIRCHILD  SHERMAN 


WYATT  EATON,  whose  parents  were  of  New  England 
stock,  was  born  May  6th,  1849,  at  Phillipsburg,  on  Missi- 
quoi  Bay,  a  tributary  of  Lake  Champlain.  As  early  as  his 
eighteenth  year  he  had  determined  upon  his  career,  and  going  to 
New  York  began  the  study  of  art  at  the  National  Academy  of 
Design  under  Samuel  Colman,  Daniel  Huntington  and  others,  work¬ 
ing  at  the  same  time  in  the  studio  of  Joseph  Orion  Eaton,  from 
whom  he  also  received  instruction.  Five  years  later,  in  1872,  he 
went  abroad  and  after  a  short  stay  in  London,  where  he  met  and 
received  some  valuable  suggestions  from  Whistler,  he  proceeded  to 
Paris  and  entered  the  atelier  of  Gerome  at  the  Beaux-Arts.  The 
next  four  years  he  divided  between  Paris  and  Barbizon,  and  during 
this  interval  was  fortunate  enough  to  become  a  sort  of  protege  of 
Millet’s,  who  both  criticized  his  work  and  favored  him  with  good 
advice.  Millet’s  influence,  of  course,  is  evident  in  much  of  Eaton’s 
painting  of  this  period,  but  he  was  neither  a  copyist  nor  a  servile 
imitator,  and  very  soon  thereafter  had  developed  a  very  characteristic 
as  well  as  a  very  distinguished  style  of  his  own.  Shortly  after  his 
return  to  this  country  he  joined  with  Walter  Shirlaw,  Augustus  St. 
Gaudens  and  others  in  the  formation,  in  1877,  of  the  Society  of 
American  Artists,  of  which  he  was  the  first  Secretary. 

He  was  singularly  gifted,  not  alone  as  a  painter  but  as  a  critic 
and  a  writer.  His  “Notes  on  the  Early  Italian  Masters,”  “Recollec¬ 
tions  of  Millet”’  and  “Recollections  of  American  Poets”"  are  ex¬ 
tremely  interesting  and  suggestive  reading.  He  was  also  as  much 
of  a  master  with  pencil  as  with  brush.  His  drawings,  of  which  a  con¬ 
siderable  number  have  been  preserved,  are  accurate  and  illuminating 
in  their  e.xposition  of  the  persuasive  beauty  of  the  human  form,  very 
sensitive  in  touch  and  very  alluring  in  line.  He  made  portrait  draw¬ 
ings  from  life  of  Longfellow,  \N’hittier,  Emerson,  Holmes  and 
Bryant,  all  of  which  were  engraved  by  'l  imothy  Cole  and  published 
in  the  (leutiiry  Magazine,  d'lie  portrait  in  oil  of  Bryant  (big.  1) 
which  now  hangs  in  the  Brof)klyn  Museum  is  perhaps  the  finest  thing 
of  the  kind  he  produced,  though  he  painted  many  portraits,  not  a 
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few  of  which  probably  would  be  famous  if  known  to  the  public.  The 
Bryant  has  a  solidity  that  is  convincing  and  a  frankness  that  is  en¬ 
ticing.  The  brush  is  handled  with  great  skill  but  with  evident  free¬ 
dom,  and  a  certain  boldness  that  makes  for  bigness  in  the  best  sense 
characterizes  the  technic  of  the  painting.  It  is  summary  and  yet 
restrained  in  handling,  dignified  and  yet  engaging  as  a  portrait. 
Somehow  he  seems  to  me  to  have  managed  to  incorporate  in  the 
likeness  of  the  man  the  portrait  of  the  poet,  for  the  picture  always 
suggests  the  author  of  the  immortal  things  like  “Thanatopsis”  which 
Bryant  wrote. 

Mrs.  Eaton  in  her  brief  sketch  of  her  husband’s  life^  says  that 
“one  of  his  most  cherished  desires  was  to  become  a  painter  of  the 
nude,”  and  it  may  be  added  that  his  later  years  were  pretty  much 
devoted  to  the  effort  to  realize  this  ambition.  His  works  of  the  kind 
are  few,  but  for  purity  and  grace  they  are  hardly  to  be  excelled  in 
American  painting.  The  Ariadne  (Fig.  3)  in  the  Evans  Collec¬ 
tion  at  the  National  Gallery  is  to  my  mind  one  of  our  three  greatest 
paintings  of  the  nude.  Felicitous  and  natural  in  pose,  rich  and  har¬ 
monious  in  color,  sweet  and  pure  in  feeling,  it  intrigues  one  with 
all  sorts  of  happy  suggestions  of  the  idyllic  charm,  the  tender  and 
exquisite  poetry  of  youth  dreaming,  as  it  were,  in  the  safety  of  a 
paradise  on  earth.  The  Ariadne  of  John  Vanderlyn  is  more  famous 
because  it  is  better  known,  but  it  is  hardly  so  fine.  Perhaps  those  who 
are  partial  to  the  painting  of  the  period  think  it  a  finer  work,  but  their 
reason  for  so  doing  can  have  nothing  to  do  with  any  attribute  of 
perfection  save  that  which  finds  expression  in  the  work  of  Bougue- 
reau.  The  Vanderlyn-Bouguereau  type  of  nude  has  relatively  little 
of  the  suggestion  of  life  to  recommend  it,  however  perfect  it  may 
be  in  drawing  and  in  modeling.  In  color  it  tends  to  sugariness  and 
in  line  approaches  the  fixity  of  a  “cast.”  The  fleeting  flushes  of  color 
that  give  charm  to  Eaton’s  nudes,  the  suppleness  of  line  that  imbues 
them  with  the  semblance  of  life,  the  earlier  artists  neither  under¬ 
stood  nor  attempted. 

The  remaining  nude  of  Eaton’s  which  I  reproduce  is,  though 
unfinished,  hardly  less  lovely  than  the  Ariadne.  To  the  painter 
and  the  serious  student  of  painting  it  is  peculiarly  interesting,  en¬ 
tirely  because  it  is  unfinished,  as  therefore  it  is  possible  to  trace 
through  various  passages  in  it  his  manner  of  painting.  Formerly 

1  The  Century  Magazine,  October,  1902. 
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the  property  of  the  late  M.  Chase  and  entitled  Lassitude 

( Fig.  4) ,  it  is  a  fascinating  study  of  a  model  resting  against  a  greenish 
drapery  in  slumberous  relaxation,  the  light  falling  full  upon  the 
figure  and  emphasizing  the  graceful  physical  beauty  of  the  supple 
form  and  the  evanescent  pearl  and  ivory  tones  of  the  nude  flesh. 
The  workmanship  is  wonderful  in  its  suggestion  of  the  painter’s 
understanding  of  the  problem;  everything  is  finished  in  its  finality 
as  far  as  he  has  gone  with  the  canvas;  and  because  one  feels  how 
surely  it  would  have  eventually  realized  all  expectations  if  he  had 
lived  to  complete  it,  it  has  somehow  almost  the  distinction  of  a 
finished  work. 

The  Reverie  (Fig.  2)  is  a  picture  of  a  more  popular  pattern, 
but  a  very  unusual  and  expressive  one.  Its  chief  interest  is  as  an 
interpretation  of  a  particular  mood,  though  the  obvious  elegance 
of  the  arrangement  or  design  is  too  apparent  not  to  occasion  remark. 
The  brushwork  is  very  deft,  the  touch  fluent  and  the  color  gracious 
and  reserved,  as  befits  the  subject.  No  detail  of  dress  or  surround¬ 
ings  is  sufficiently  developed  to  divert  one’s  attention,  howso¬ 
ever  slightlv  or  momentarily,  from  the  supreme  interest  of  the 
canvas,  and  yet  the  fabrics  of  the  costume  are  painted  with  con¬ 
summate  skill  and  the  reflection  in  the  mirror  is  well-nigh  a  real 
piece  of  pure  perfection  in  pictorial  art. 

yatt  Eaton’s  oil  paintings  are  not  common;  only  three  that  I 
know  of  are  in  public  museums — the  Ariadne  at  Washington,  the 
Harv’ester  at  Rest  in  the  Hillyer  Art  Gallery,  Northampton,  Mass., 
and  the  William  Cullen  Bryant  in  Brooklyn.  Several  others  I  am 
familiar  with  are  in  private  collections,  besides  a  number  of  por¬ 
traits  in  Canadian  homes.  His  work  in  oil  is,  I  think,  almost  as 
lovely  as  it  is  rare,  and  any  representative  exhibition  of  it  would,  I 
feel  confident,  result  in  a  belated  realization  of  the  genuineness  of  his 
genius  and  might  rank  him  with  the  relatively  few  American 
masters. 

f)ne  unconsciously  recalls  the  old  saying  about  “those  whom 
the  gods  love  dying  young”  when  looking  at  the  most  beautiful  of 
Wyatt  Platon’s  pictures,  though,  save  in  the  sense  that  he  did  not 
live  to  be  an  old  man,  he  was  not  really  young  when  death  overtook 
him.  He  died  June  7,  1H96,  at  Newport,  R.  I.,  in  his  forty-eighth 
year.  His  works,  whether  portrait,  figure  composition,  nude  or 
landscape,  always  have  about  them  an  air  of  classic  simplicity. 
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Tricks  of  technic,  beauty  that  is  only  skin  deep,  either  of  the  human 
countenance  or  of  oil  paint,  design  that  is  dominating  if  not  dignified, 
he  happily  managed  to  do  without.  Nothing,  I  imagine,  interested 
him  so  much  as  the  effort  to  get  at  the  truth,  whether  it  had  to  do 
with  a  reflection  in  a  mirror,  a  human  likeness,  some  scene  from 
nature  or  an  undraped  figure;  and  the  more  I  study  his  product  the 
more  strongly  I  feel  that  truth  is  not  only  “stranger  than  fiction”  but 
also  more  beautiful.  He  is  a  consummate  craftsman  who  can  dis¬ 
pense  with  most  of  the  proverbial  license  that  is  allowed  the  artist 
and  yet  manage  to  produce  a  real  work  of  art,  and  Wyatt  Eaton 
succeeded  at  times  in  doing  just  that — primarily  because  it  was 
rather  truth  of  feeling  than  merely  accuracy  of  representation  that 
he  aimed  at  in  his  canvases. 


CHINESE  ANTIQUE  BRONZES  •  BY  JOHN  C.  FERGU¬ 
SON 

Although  the  traditions  contained  in  the  earliest  literary 
records  indicate  that  the  civilization  of  China  was  among  the 
earliest,  if  not  indeed  the  earliest,  of  all  nations,  yet  the  remains 
of  this  ancient  life  which  can  be  identified  are  few.  There  are  no 
stone  monuments  as  early  even  as  Rome  has  handed  down,  not  to 
mention  those  of  other  more  ancient  civilizations.  Specimens  of  pre¬ 
historic  earthenware  have  not  been  exhumed,  since  there  has  been 
no  systematic  or  scientific  search  for  them.  Existing  specimens  of 
pottery  are  the  result  of  the  labors  of  the  curio  dealers,  not  of  the 
antiquarian,  of  the  investigator  of  the  curious  rather  than  of  the 
historically  valuable. 

It  thus  transpires  that  up  to  the  present  time  the  earliest  speci¬ 
mens  of  Chinese  artistic  impulse  are  bronze  vessels.  Writers  on 
antiquarian  subjects  for  more  than  a  thousand  years  have  assigned 
some  of  these  to  the  Shang  Dynasty,  which  ended  B.C.  1121,  and 
there  is  no  good  reason  for  denying  the  correctness  of  this  theory. 
On  the  contrary,  there  is  every  probability  that,  the  more  possible 
thorough  scientific  investigation  becomes,  the  earlier  will  be  the 
period  to  which  known  bronze  vessels  and  implements  will  be 
attributed. 

Their  use  was  ceremonial  and  religious.  This  was  in  keeping 
with  the  spirit  of  ancient  Chinese  organized  life,  which  was  based 
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upon  ceremony,  both  tribal  and  family.  There  was  also  profound 
belief  in  divination,  and  elaborate  rites  were  observed  in  connection 
therewith,  but  in  these  there  was  only  an  incidental  use  of  vessels. 
Their  essential  importance  was  wholly  in  connection  with  ceremonial 
observances. 

On  many  vessels  were  inscriptions  written  in  the  undeveloped 
script  of  the  time.  These  inscriptions  were  usually  cast  into  the  bot¬ 
tom  or  sides  of  vessels  when  they  were  made  and  only  occasionally 
were  they  ever  incised.  The  earliest  inscriptions  contained  only  one 
or  two  characters  and  consisted  of  the  name  of  the  donor  or  the 
person  in  whose  honor  the  vessel  was  cast.  Sometimes  the  inscrip¬ 
tion  is  a  key  to  the  circumstance  under  which  the  vessel  was  used. 
In  the  Chow  Dynasty  (1122- 1255)  the  inscriptions  are  longer  and 
contain  many  valuable  historical  references  which  are  interesting  con¬ 
firmations  of  the  earliest  written  records.  To  the  student  of  art, 
the  chief  value  of  these  inscriptions  is  the  evidence  they  afford  that 
from  the  very  commencement  of  writing  in  China  there  has  been 
the  continuous  purpose  of  making  writing  an  artistic  expression. 
Writing  had  for  its  object  not  alone  the  conveyance  of  ideas,  but  also 
their  statement  in  an  artistic  form.  Such  primal  ideas  as  “father” 
and  “son,”  when  found  on  bronze  vessels  of  the  Shang  Dynasty,  are 
written  in  a  form  which  exhibits  the  artistic  taste  of  the  writer.  The 
formation  of  these  characters  is  ideographic,  but  is  made  in  such  a 
way  as  to  have  an  artistic  appeal,  and  this  characteristic  differenti¬ 
ates  them  from  Egyptian  hieroglyphics,  which  symbolize  ideas  by 
the  use  of  crude  animal  forms.  Symbolism  on  early  Chinese  bronzes 
was  confined  to  decorative  designs,  w'here  an  ogre  is  represented  as 
a  warning  against  greed  and  a  dragon  as  an  omen  of  spring  showers; 
it  has  small  part  in  the  shaping  of  Chinese  early  characters.  In  this 
work  artistic  suggestion  held  sway. 

There  is  a  very  great  variety  in  the  shapes  of  these  bronze  vessels. 
The  ting,  usually  spoken  of  as  tripods  although  sometimes  having 
four  feet,  were  vessels  for  meat-offerings;  the  chung  were  bells  which 
were  struck  as  signs  for  various  stages  of  ceremonial  observances; 
the  tsun  were  wine  jars;  the  chih  and  tsioh  were  wine-cups;  the  yu 
were  wine-pots  with  bronze  handles  and  these  were  often  elabo¬ 
rately  decorated.  There  are  seventy-three  different  shapes  of  bronze 
vessels  in  the  Government  Museum,  Peking,  and  for  each  of  these 
there  was  a  specified  ritualistic  use.  They  are  divided  readily  into 
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a  few  main  classes,  such  as  those  used  for  meat-offerings,  those  used 
for  oblations,  those  used  for  peace-offerings;  some  were  designed  for 
altar  use,  others  were  for  storage  of  sacrificial  objects  at  the  side 
of  the  altar,  and  others  were  used  for  preparation  or  presentation  of 
objects. 

The  decoration  of  these  vessels  varied  from  the  use  of  a  plain 
scroll  band  around  the  rim  of  a  tripod  to  an  elaborate  design  cover¬ 
ing  the  whole  surface,  within  and  without,  of  a  bell  such  as  may  be 
found  in  the  remarkable  specimen  in  the  Metropolitan  Museum, 
New  York.  One  scroll  found  on  many  vessels  is  similar  to  a  well- 
known  Greek  style,  but  there  is  no  probability  of  their  having  any 
other  kind  of  a  common  origin  than  may  be  found  in  minds  devoted 
to  geometric  lines.  There  are  designs  of  animals  combined  with 
geometric  patterns;  the  cicada  is  frequently  found,  but  the  most  com¬ 
mon  of  all  are  crude  representations  of  clouds  and  thunder.  The 
design  was  often  elaborated  by  inlays  of  gold  and  silver  in  the 
sunken  patterns  of  the  castings. 

Apart  from  the  beauty  of  the  shapes  and  the  strength  of  the 
decorative  designs,  a  most  attractive  feature  of  early  bronzes  is 
their  patina.  This  differs  from  the  green  rust  which  can  be  pro¬ 
duced  artificially  on  the  surface  of  any  bronze  vessel  irrespective  of 
its  age,  in  that  the  patina  of  genuine  early  bronzes  is  not  an  exterior 
product;  it  is  the  combination  of  the  metal  with  other  chemical  sub¬ 
stances  from  the  air  or  the  earth  in  such  manner  that  they  become 
one.  The  process  is  slow  and  gradual ;  the  resultant  aerugo  is  beauti¬ 
ful.  There  is  as  great  a  contrast  between  the  genuine  patina  of 
ancient  vessels  and  that  which  has  been  artificially  produced  as  be¬ 
tween  glass  and  crystal.  Vessels  preserved  in  ancient  tombs  which 
v/ere  well  built  and  protected  against  dampness  have  a  bright  king¬ 
fisher  blue  patina;  those  which  have  been  subject  to  the  influences  of 
damp  earth  have  a  green  color  which  resembles  the  rind  of  a  melon. 
Vessels  which  have  never  been  buried  have  a  dark  brown  color  with 
red  patches.  Others  which  have  been  buried  in  the  soil  have  several 
colors. 

Excellent  examples  of  ancient  Chinese  bronzes  may  be  found 
in  the  Boston  Museum  of  Fine  Arts,  the  Metropolitan  Museum  of 
New  York,  the  University  Museum,  Philadelphia,  and  the  Cleve¬ 
land  Museum. 
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A  MADONNA  BY  VAN  DYCK  •  BY  FRANK  JEWETT 
MATHER,  JR. 


The  exquisite  little  Madonna  and  Child  which  Mr.  Henry  Gold¬ 
man  has  recently  acquired  lies  in  the  debatable  ground  between 
Rubens  and  Van  Dyck.  When  I  first  saw  the  photograph,  I 
felt  sure  that  one  had  to  do  with  a  rather  early  Rubens  of  excep¬ 
tionally  delicate  make  and  feeling.  Sight  of  the  picture,  with  its 
characteristic  and  un-Rubenslike  reds  and  warm  brown  glazes,  cor¬ 
rected  this  too  hasty  impression.  This  little  masterpiece  can  only 
be  a  Van  Dyck,  though  it  shows  him  in  a  mood  of  rare  spontaneity. 
Generally  speaking  his  religious  pictures  are  just  fair  second  rate, 
failing  either  through  over-emphasis  or  sugariness.  In  the  Gold¬ 
man  Madonna  he  has  carried  the  note  of  tenderness  to  utmost  in¬ 
tensity  without  falling  into  sentimentalism.  There  could  be  no  better 
foil  for  the  ardor  of  the  Child  than  the  pensiveness  of  the  Mother. 

The  panel  is  a  sketch  carried  pretty  far,  but  happily  arrested 
short  of  technical  finish.  The  transparent  brown  background  shows 
billowing  forms  which,  to  the  detriment  of  the  picture,  might  have 
later  become  foliage.  The  roughly  scored  contours  show  everywhere 
under  the  paint.  The  carnations  are  inwardly  glowing,  without  the 
superficial  pearliness  proper  to  Rubens.  The  Madonna’s  robe  is  a 
dull  Venetian  pink,  the  scarf  an  iridescence  of  gray-green  and  rose, 
entirely  in  Rubens’s  manner.  But  the  whole  inspiration,  as  regards 
tone,  is  less  that  of  the  great  Master  of  Antwerp  than  of  Titian.  Van 
Dyck  had  made  good  use  of  his  eyes  in  Rubens’s  famous  picture 
galler\’. 

In  the  Madonna  we  have  an  idealized  portrait  of  Isabella 
Brant,  Rubens’s  first  wife;  tlie  Child  is  as  unmistakably  that  ador¬ 
able  infant  Nicholas  Rubens.  In  the  rendering  of  these  exi]uisite 
infantile  forms  and  hues  Van  Dyck  has  set  himself  the  apparently 
impossible  task  of  competing  with  the  cherubs  of  Rubens — and  has 
succeeded.  Even  the  famous  group  of  Amorini  at  Munich,  where 
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Rubens  eternized  his  own  children,  is  not  lovelier  than  this  single 
eager  form.  Nicholas,  in  Van  Dyck’s  picture,  seems  about  three 
years  old.  He  was  born  in  May,  i6i8.  Thus  Van  Dyck’s  picture  will 
have  been  painted  in  the  early  autumn  of  1621,  after  his  return  from 
England  and  before  his  trip  to  Italy.  He  was  already  a  master  in 
his  own  right.  On  some  visit  to  the  mansion  of  his  old  employer, 
he  rapidly  sketched  Isabella  and  her  youngest  child.  About  that 
time  Rubens  himself  may  have  painted  the  Madonna  portrait  of 
Isabella,  at  Worms,  in  the  collection  of  Freiherr  von  Heyl  zu  Herrns- 
heim.  Van  Dyck  was  a  sensitive,  and  into  this  valedictory  sketch, 
as  Isabella  Brant  was  already  failing,  may  have  crept  an  intimation 
that  he  was  not  to  see  her  again. 

The  panel  is  twenty-five  inches  by  nineteen  inches.  It  is  appar¬ 
ently  No.  429  in  Vol.  HI  of  Smith’s  “Catalogue  Raisonne.”  Smith 
states  that  Lorenzi  had  engraved  it.  Waagen,  before  1857,  saw  it  at 
Harrington  House,  Kensington,  and  described  it  in  “Galleries  and 
Cabinets,”  Supplement,  p.  238.  It  has  until  lately  been  in  the  pos¬ 
session  of  the  Earls  of  Harrington,  whose  family  tradition  declared 
it  a  direct  purchase  from  Van  Dyck. 


A  RELIEF  OF  THE  QUATTROCENTO  BY  THE  MASTER 
OF  THE  MARBLE  MADONNAS  •  BY  STELLA  RUBIN¬ 
STEIN 

INCLUDED  in  the  collection  of  Enrico  Caruso  is  a  Madonna  in 
marble  relief  (Fig.  i )  by  the  mysterious  artist  to  whom  the  name 
of  the  Master  of  the  Marble  Madonnas  was  attached.  Nothing 
as  yet  has  been  found  enabling  one  to  identify  him — a  name  has 
not  even  been  proposed.  Is  it  because  his  work  is  somewhat  lost 
among  the  greater  and  better  known  artists  of  his  time?  It  is  true 
that  it  was  only  lately — in  the  last  thirty  years — that  some  of  his 
reliefs  became  gradually  detached  from  the  works  of  Antonio  Ros- 
sellino  and  Mino  da  Fiesole,  under  whose  names  they  were  generally 
classed  in  museums  and  private  collections.  It  is  recognized,  how¬ 
ever,  that  the  reliefs  grouped  under  the  name  of  the  Master  of  the 
Marble  Madonnas  show  a  character  which  cannot  be  traced  in  any 
other  contemporary  works  and  which  unmistakably  point  to  an  indi¬ 
vidual  artist  whose  identity  still  remains  unknown  and  probably  will 
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remain  so  until  some  signed  work  bearing  the  characteristics  of  the 
known  reliefs  is  discovered.  Until  that  time  we  must  be  content 
with  the  present  appellation. 

The  relief  we  are  concerned  with  here  represents  the  Virgin  and 
Child  crowned  by  two  angels.  The  Virgin  is  seated,  holding  on  her 
knees  the  Infant  Jesus,  who  is  naked  except  for  His  loins,  and  who 
has  in  His  right  hand  a  bird,  while  with  His  left  He  gives  the  bene¬ 
diction.^  The  Virgin  herself  is  robed  in  a  gown  girdled  at  the  waist, 
over  which  is  draped  a  mantle.  Over  her  hair,  drawn  backward  in 
the  fashion  of  the  time,  is  a  veil.  She  is  sitting  erect  looking  down 
at  the  divine  Child  and  smiling.  The  Infant,  too,  is  smiling,  and  so 
also  are  the  two  angels  crowning  the  Virgin.  Their  smile  is  pro¬ 
nounced  and  emphasized  in  the  most  original  way.  As  various  art 
critics,  in  speaking  of  the  sculptor,  have  already  observed,  it  is  this 
particular  smile,  added  to  the  modeling  of  the  Child’s  body  and  the 
Virgin’s  hands,  that  groups  these  works  together  and  distinguishes 
them  from  the  productions  of  both  Rossellino  and  Mino  da  Fiesole. 
Most  of  the  art  critics,  however,  in  speaking  of  the  Master,  are  severe 
and  unjust  in  their  judgments.  The  first,  and  really  the  only  one, 
who  especially  concerned  himself  with  the  art  of  that  Master  and 
with  his  characteristics  was  Bode.^  In  his  criticism,  the  bad  as  well 
as  the  good  qualities  of  the  Master  are  interestingly  discussed.  After 
him,  Odoardo  H.  Giglioli,  in  speaking  of  a  marble  relief  in  the 
Palazzo  Comunale  in  Pistoja  (where  it  was  attributed  to  Antonio 
Rossellino)  which  he  gives  to  the  school  of  Mino  da  Fiesole  (in 
reality  it  is  a  work  by  the  Master  of  the  Marble  Madonnas),  says 
that,  in  spite  of  certain  defects  in  the  workmanship,  it  certainly  was 
exevuted  by  a  good  artist. Diego  Angcli,  in  his  book  on  Mino  da 
Fiesole,  speaks  of  the  Master  of  the  Marble  Madonnas  in  very  severe 
terms, ^  and  so  does  Venturi." 

Hf)w  far  is  this  criticism  justifiable?  As  we  know,  he  lived  at 
a  period  when  art  in  Italy  was  in  one  of  its  best  phases  of  dcvclop- 

>  The  almonnal  way  of  rcpresentinR  the  Infant  giving  tlie  henediction  witli  His  left 
hand  can  he  traced  in  other  works  of  art  of  tlie  Ciftcentli  cen’nry,  sncli  as  the  picture  hy 
Francesco  fli  Giorgio  in  the  .Siena  .‘\cadeniy  (  N’o.  28X)  ;  in  the  \'irgin  and  t'liild  l)y  Holbein 
the  elder  in  N’liremherg  ( fiildrrsclKjl:,  5.18).  etc.  ...  In  the  case  of  our  relief  this  abnor¬ 
mality  is  probably  due  to  the  requirement'-  of  the  composition  itself. 

2  The  first  more  fletailcfl  criticism  r)f  hi>  art  was  published  by  llode  in  Jtihrbuch  drr 
Kotiii/licht'ii  I'rcuss.  KuiistS(niiiitlun(ji'n,  1886:  /)iV  l'lori-ntiiirr  Murmorbildih-r  dcr  Ni'iunssanci-, 
p.  JO,  fT.  He  also  mentir)ns  hitn  in  others  of  his  publications,  such  as  Pi-iihuiitlrr  drr 
Ri’iiaissanci'  Skulf>lur  Tnsfiinas.  j).  1.11  :  />ii‘  /•'/orcntiMi-r  Hildhiiu,-r.  etc. 

2  Odoardo  H.  fiiglioli ;  I'istoja  »ic//c  siir  oper,-  d'artc,  l‘HV4,  p.  66. 

■*  Diego  .Xngeli :  Mino  da  /■irsolc,  pp.  104  and  1.15. 

•'*  V'enturi  :  Sloria  dcH’arti’  ilaliana;  \’l,  )>.  W)^). 
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ment.  In  the  field  of  sculpture  the  names  of  Donatello  and  Verroc¬ 
chio  eclipsed  all  the  other  artists,  and  even  Desiderio  da  Settignano, 
Mino  da  Fiesole,  Rossellino  and  many  others  were  not  appreciated  at 
their  full  value.  The  lack  of  appreciation  of  the  Master  of  the  Mar¬ 
ble  Madonnas  is  probably  due  to  the  same  cause.  Compared  with  the 
great  masters  of  the  fifteenth  century  his  art  seems  inferior,  but  taken 
by  himself  and  judged  by  the  works  bearing  the  characteristics  of 
his  art,  he  seems  to  us  an  artist  both  individual  and  of  great  value. 
The  very  defects  of  which  he  is  accused  bring  out  his  individuality, 
as,  for  instance,  the  smile,  which,  according  to  Bode,  gives  to  his 
personages  an  air  of  caricature  and  owing  to  which  Venturi  calls  him 
“uno  strano  scalpellino,”  is  full  of  life  and  animation.  It  envel¬ 
ops  the  whole  face,  going  from  the  mouth  to  the  eyes  and  letting 
the  inner  joy  come  out  frankly,  even  if,  by  some,  considered  as  ex¬ 
aggerated.  It  is  this  particular  smile  that  gives  so  much  freshness 
to  his  personages,  that  fills  with  life  their  attitudes  and  movements. 
Another  particularity  which  is  criticized  in  him  is  the  way  the  bodies 
of  the  children  are  modeled.  Diego  Angeli,^  in  calling  their  pro¬ 
portions  awkward,  expresses  the  opinion  of  many  other  critics. 
However,  if  they  really  show  some  defects  in  their  construction,  on 
the  other  hand  they  show  a  treatment  of  the  flesh  full  of  softness, 
naturalness  and  subtle  feeling.  There  are  human  qualities  as  well 
in  his  Madonnas  as  in  his  children  and  angels.  The  personages 
represented  in  a  scene  are  all  participating  in  it,  animating  it  with 
their  gestures  and  joyful  expressions. 

In  the  relief  of  the  Caruso  Collection  the  above-mentioned 
characteristics  can  be  well  observed.  The  Virgin,  as  well  as  the 
Infant  and  angels,  seems  joyful  and  happy.  This  happiness  is  re¬ 
flected  in  their  attitudes,  gestures  and  expressions.  The  composition 
itself,  full  of  dignity,  recalls  the  compositions  by  Mino  da  Fiesole, 
whose  Madonna  types  the  Virgin  also  closely  resembles.  She  shows 
the  same  elongated  face,  the  same  half-closed  eyes,  with  heavy  eye¬ 
lids,  the  same  high  forehead,  and  the  hair  drawn  backward.  Her 
pose  and  the  way  she  is  draped  also  show  striking  similarities.  But, 
while  Mino  represents  his  Virgins  as  v'^ery  thin,  with  narrow  and 
sloping  shoulders,  the  types  of  our  Master  (and  the  Virgin  here 
represented  is  one  of  them),  though  imitating  those  by  Mino,  are 
coarser,  with  broader  shoulders  and  of  larger  proportions.  The 

1  Diego  Angeli :  Op.  cit.,  p.  104. 
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smile,  only  slightly  expressed  in  Mino’s  representations,  comes  out 
frankly  in  the  works  of  his  follower.  The  modeling  of  the  ears  and 
of  the  hands  also  differs.  On  the  other  hand,  thev  both  work  the 
marble  in  the  same  way,  and  in  their  technique  they  show  the  in¬ 
fluence  of  Donatello,  whose  manner  consisted  in  the  treatment  of  the 
marble  in  very  low  relief.  As  for  the  Infant  and  angels,  they  more 
resemble  Rossellino’s  productions.  The  treatment  of  their  bodies, 
the  proportions  of  their  heads  and  the  way  they  are  represented  show 
analogies  with  his  types. 

This  relief  comes  from  the  Guidi  Museum  in  Faenza.'  It  bears 
the  arms  of  the  Ginori  family  of  Florence,  which  consist  of  a  bend 
or  charged  with  three  eight-pointed  azure  stars  and  displayed  against 
an  azure  background.-  The  relief  also  bears  the  mark  of  some  guild 
or  confreriey  having  on  the  top  the  eight-pointed  star  of  the  Ginori 
family,  whose  members  held  thirty-one  times  the  office  of  Prior 
and  who  for  many  years  had  a  faience  factory  in  Florence.^ 

This  relief,  which  is  32  inches  high  and  21  inches  wide,  is  the 
same  as  the  one  in  the  National  Museum  in  Florence  (Fig.  2). 
There  are  some  insignificant  variations  in  the  composition,  which 
can  be  seen  in  comparing  the  two  reproductions.  The  relief  in 
Florence  is  of  larger  dimensions.  Though  none  of  the  writers  in 
speaking  of  it  give  its  exact  dimensions,  it  is  generally  spoken  of  as  a 
life-size  production,  which  would  approximately  mean,  counting  the 
space  occupied  by  the  angels  on  top,  about  50  inches.  Bode  speaks 
of  it  as  “ein  sehr  grosses  und  besonders  leeres  Relief,”  *  and  he 
attributes  the  lack  of  feeling  and  the  defects  in  the  execution  to  its 
too  large  size.'’ 

The  relief  in  the  Caruso  Collection  is  of  considerably  smaller 
proportions,  and  it  is  probably  due  to  this  fact  that  it  is  finer  in  feeling 
and  superior  in  execution.  It  is,  indeed,  one  of  the  finest  productions 
of  the  -Master,  d'he  Virgin  shows  both  great  dignity  of  bearing  and 
pose,  and  a  fine  human  (juality  in  her  attitude  and  expression.  The 
composition  itself  is  well  proportioned  and  highly  decoratiye,  and 
the  two  laughing  angels  crowning  the  Virgin,  as  well  as  the  garlands 

'  C(italo(/ut'  dr  voitr  du  Miisrr  (iuidi  dr  rnritzo,  1902,  i)l.  ,S6. 

2  There  remain  only  traces  of  the  orit,onal  colors,  blue  and  ‘>iir  relief.  There 

are  also  some  spots  of  redf!i^h  Kold.  hut  this  seems  to  have  heeii  added  later. 

2  See  William  Chaffers;  Murks  nitd  Moiiiii/ruiiis  on  liurof'ran  and  Orirnlal  I’ollrry  and 
f'orcriain,  p(i.  4.11.  4.14;  and  .Aht  in  .Amkhica,  \’oI,  II,  p.  24.1. 

*  liode;  Ih'nkmalrr  .  .  .  Tr.vt,  p.  1.1 1. 

'•  Jahrbuch  drr  Kijl.  Kunsts.,  IWV),  j).  .11. 
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of  leaves  and  fruit  on  either  side  of  the  composition,  complete  the 
scene  admirably. 

Other  reliefs  by  the  Master  of  the  Marble  Madonnas  are  scat¬ 
tered  in  museums  and  private  collections.  There  are  two  in  Flor¬ 
ence,^  three  in  Urbino,^  one  in  Pistoja,^  one  in  Eremo  at  Camaldoli 
in  Casentino,^  one  in  the  collection  of  Sir  Gambier  Parry  in  Hing- 
ham  Court,^  two  in  the  Berlin  Museum,®  two  in  the  South  Kensing¬ 
ton  Museum,'^  two  in  the  Louvre,®  one  in  the  Corso  dei  Tintori  in 
Palazzo  Bombicci  Pontelli,®  one  in  a  collection  in  New  York,  etc. 

Most  of  these  reliefs  came  originally  from  Florence  or  from  its 
vicinity,  and  this  fact,  added  to  the  one  already  mentioned,  that  the 
artist  worked  in  the  manner  both  of  Rossellino  and  Mino  da  Fiesole, 
shows  clearly  that  he  belongs  to  the  Florentine  School.  This  is  also 
indicated  by  the  way  he  handles  his  marble  and  by  the  decorative 
motifs  he  uses.  Some  of  those  reliefs  seem  directly  imitated  from 
Mino;  others  are  nearer  Rossellino’s  art,  and  still  others  can  be 
traced  to  the  influence  of  Donatello.  All,  however,  bear  the  mark  and 
characteristics  of  the  same  workmanship — the  workmanship  of  the 
artist  temporarily  known  as  the  Master  of  the  Marble  Madonnas. 

1  Both  reproduced  in  Venturi :  Storia  deU'arte  italiana,  VI,  pp.  669,  670. 

2  One  of  them  reproduced  in  Lipparini :  Urbino,  p.  97. 

3  Reproduced  in  Giglioli :  Pistoja  nelle  sue  opere  d’arte,  p.  70. 

4  Bode:  Denkmdler  .  .  .,  pi.  423. 

5  Bode :  Denkmdler  .  .  .,  pI-  424. 

6  Bode ;  Denkmdler  .  .  .,  pi.  423-424. 

7  Diego  Angeli :  Mino  da  Fiesole,  pp.  104,  106. 

8  Mentioned  by  Bode  in  Jahrbuch  der  Kgl.  K mists.,  1886,  p.  32. 

9  Mentioned  in  Catalogo  del  Museo  Nazionale,  p.  420. 
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COROT’S  ITALIAN  SHEPHERDS  DANCING  UNDER 
TREES  •  BY  CHARLES  A.  W.  VOGELER 


About  1860-65,  Corot  executed  his  painting,  Italian  Shepherds 
Dancing  under  Trees  (Fig.  i),  the  landscape  composition 
of  which  lends  itself  so  peculiarly  to  his  manner.  The  fore¬ 
ground  is  indicated  as  it  might  appear  at  a  distance.  The  limb  at 
the  very  front  is  almost  vague  in  its  quietness.  Beyond,  in  the  line 
of  trees  which  crosses  the  picture,  an  approach  to  actual  represen¬ 
tation  is  made.  These  trees  are  remarkable  both  for  realism  and  for 
convention  in  the  frame-like  use  made  of  them,  more  particularly 
in  connection  with  two  dancing  figures  and  a  landscape  view.  The 
dancing  figures,  a  shepherd  and  a  shepherdess  in  the  costume  of 
Italian  peasants,  are  so  shaded  by  the  trees  that  their  graceful  forms 
stand  out  almost  after  the  manner  of  a  silhouette  against  the  curtain 
of  light  which  covers  the  background.  Behind  the  singular  arch 
of  trees,  near  the  center,  is  a  wooded  hill,  crowned  by  a  tower-like 
building,  somewhat  resembling  the  Castel  Gandolfo,  with  terraced 
architecture  descending  to  water,  at  the  right.  Here  the  view  is 
bounded  only  by  one  of  Corot’s  limitless  skies. 

A  prototype  of  the  landscape  composition  in  the  picture  is  to 
be  found  in  a  study  which  Corot  made  at  the  beginning  of  his  artistic 
career,  in  1826-28,  while  he  was  in  Italy  for  the  first  time,  that  is 
to  say,  some  thirty-five  years  previous  to  the  date  attributed  to  our 
painting.  The  subject  then  was  a  view  of  the  Coliseum  from  the 
Farnese  Gardens  (Fig.  2).  In  the  Italian  Shepherds  Dancing  under 
Trees  the  following  changes  have  been  made  in  the  arrangement: 
the  composition  has  been  reversed;  a  natural  Italian  landscape  has 
been  inserted  in  place  of  the  Coliseum  and  other  buildings  for  a 
background;  the  view  to  the  right  is  free  instead  of  being  shut  in 
at  the  end  by  a  tree;  four  figures  have  been  introduced  (two  shep¬ 
herdesses  are  under  a  tree  to  the  right)  ;  a  fallen  limb  has  been 
added  in  the  foreground.  It  would  seem  that  Corot  had  the  early 
work  in  his  studio  when  he  painted  our  picture;  at  any  rate,  it  was 
among  his  effects  later  on. 

The  Farnese  Gardens,  situated  in  Rome  south  of  the  Forum,  on 
the  Palatine  Hill,  were  laid  out  under  Pope  Paul  HI  Farnese  (1534- 
1550).  Napoleon  HI  purchased  the  Gardens  in  1861,  which  is  about 
the  date  of  our  painting,  and  they  remained  in  French  possession 


until  1870,  when  they  were  bought  by  the  Italian  Government. 
Then,  as  now,  their  chief  distinction,  apart  from  the  significance  of 
the  residence  of  the  Caesars,  was  the  singular  beauty  of  the  spot. 
Corot  evidently  was  impressed  by  it. 

The  impression  made  upon  Corot  appears  never  to  have  left 
him.  A  chapter  could  be  written  on  the  affectionate  regard  he  had 
for  the  scene  to  the  end  of  his  life,  as  is  shown  in  his  later  works,  not 
a  few  of  which  repeat  the  singular  archway  of  trees  or  some  other 
portion  of  it.  Some  of  his  more  important  works  do  this;  for  ex¬ 
ample,  as  Robaut  has  discovered,  the  well-known  Dance  of  the 
Nymphs,  of  which  the  Louvre  possesses  two  versions.  But  it  would 
be  difficult  to  find  a  more  striking  reminiscence  than  in  the  landscape 
composition  of  the  painting  owned  by  Mr.  W.  K.  Bixby. 

The  Louvre  possesses  a  companion  picture  known  as  Italian 
Shepherds  Dancing  to  the  Music  of  a  Mandolin.  The  two  compo¬ 
sitions  vary  only  in  minor  respects. 

The  expression,  “classical  landscape,”  for  such  pictures  by 
Corot,  is  ambiguous,  since  it  might  be  used  with  reference  either  to 
the  subject  or  to  the  interpretation.  It  is  of  course  largely  a  matter 
of  conjecture  to  what  extent  the  form  of  Corot  was  influenced  by  the 
classical  landscape  in  which  he  lived  during  some  of  his  most  im¬ 
pressionable  years,  and  it  is  not  to  be  forgotten  that  the  artistic  soil 
of  France  to  which  Corot  subsequently  returned  had  been  fertilized 
with  classic  cultures.  But  as  the  artists  of  Greece  were  almost  cer¬ 
tainly  influenced  by  the  actual  form  of  the  country  in  Greece,  Corot 
painted  again  and  again  the  beauty  of  Italy  which  he  had  seen,  and 
where  he  had  found  an  artistic  freedom  which  was  entirely  foreign 
to  the  academic  classicism  of  his  predecessors.  They  conserved  only 
the  body  of  classicism,  not  its  live  spirit.  He,  Corot,  could  so  blend 
matter  and  form,  convention  and  innovation,  that  he  was  a  true 
child  of  the  classic  movement.  His  landscapes  breathed  that  quiet, 
formal  and  truthful  beauty  which  is  Latin  or  Greek  in  its  naturalism 
no  less  than  in  its  convention. 

Corot  from  the  first  was  true  to  his  Latin  nature.  So  early  as 
1825  or  1826,  in  a  drawing  made  of  the  city  of  Rome,  the  city  is  not 
obtrusive,  not  catalogued.  On  the  contrary,  graceful  design,  sky, 
air,  and  light,  in  the  open  country,  characterize  the  drawing.  The 
foreground  is  hardly  more  than  a  suggestion  of  air,  indicated  by 
waves  of  delicately  pencilled  lines.  The  representation  effectually 
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1.  Corot:  Itai  i.w  Siikimikrds  Dwiinc  i  x  tiik  Siiadk  oi'  Tkkks. 

Colicction  of  Mr,  U  .  A,*.  Hishy.  St.  Louis,  Mo. 
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begins  in  the  distance.  There  the  city,  foreshortened,  spreads  itself 
ribbonlike  across  the  picture,  not  severely,  but  delicately.  The  Castel 
Sant’  Angelo  is  its  most  conspicuous  detail,  but  that  is  suggestively 
handled,  though  crisp  in  its  outline  as  an  etching.  Behind  the  city 
the  Campagna  resumes  its  hardly  interrupted  way.  Here,  already, 
the  delicate  sky  gives  infinite  space.  So,  almost  from  the  start,  one 
may  say,  Corot  felt  the  need  of  atmospheric  envelopment. 

Turner  had  evolved  a  similar  method  some  seven  years  earlier, 
as  is  shown  in  a  drawing  made  by  him  at  Tivoli  in  1819,  the  view  in 
his  case  being  taken  from  the  summit  of  Monte  Catillo. 

Beginning  in  the  first  quarter  of  the  nineteenth  century,  the  Eng¬ 
lish  and  the  French  master  were  to  speak,  as  had  Van  Goyen  in  the 
seventeenth  century,  increasingly  in  terms  of  light  and  air.  The  thor¬ 
oughness  with  which  Corot  follows  up  the  start  made  early  in  Italy, 
until  he  becomes  one  of  the  great  masters  of  atmospheric  light,  is 
apparent  from  our  painting,  where  every  bit  of  substance  has  been 
brought  into  harmonious  relation.  Feeling  and  form  so  fine  is 
demonstrable  in  the  landscapes  of  few  of  his  contemporaries.  The 
efifect  is  more  frequent  in  the  landscape  painting — much  older — of 
China. 

Corot  departed  relatively  earlier  than  Turner  in  his  career,  from 
a  classical  formula,  which  relegated  the  landscape  to  a  lesser  role 
compared  with  the  figure.  How  far  he  departed  mav  be  seen  in 
our  painting,  where  the  figures  play  a  prominent,  yet  nowise  an 
obtrusive,  part;  receiving  no  more  consideration  from  Corot  than 
trees,  sky,  or  light.  A  great  change  has  in  fact  been  accomplished 
from  the  time  when  Hellenistic  artists  would  personifv  a  stream  or  a 
tree  by  the  figure  of  a  man  or  woman.  The  revolution  has  been  almost 
completed  by  Corot.  The  ancient  anthropomorphism  is  giving  way 
to  an  interest  in  the  boundless  versatility  of  nature.  Neither  Hubert 
Robert  nor  Vernet  went  as  far,  because  the  old  tradition,  perhaps  the 
religious  conviction,  was  too  strong  then  to  be  overlooked;  and  abso¬ 
lute  emancipation  of  the  landscape  was  not  accomplished  until  the 
nineteenth  century. 

7'he  depth  and  versatility  of  Corot  are  remarkably  apparent  in 
Mr.  Bixby’s  picture,  displaying  effects  at  once  so  modern  and  so 
classic  that,  while  reminiscent  of  the  landscape  manner  of  Poussin 
and  of  Claude  Lorrain,  they  are  anticipatory  of  the  graceful  manner 
for  which  Degas,  in  turn,  is  indebted  to  Corot. 


GAINSBOROUGH’S  PORTRAIT  OF  THE  TOMKINSON 
BOYS  •  BY  MAURICE  W.  BROCKWELL 


IT  is  remarkable  how  sensational  were  some  of  the  incidents  in 
the  closing  years  of  Gainsborough  and  how  the  interest  evoked 
by  the  portraits  he  painted  at  the  very  end  of  his  career  not 
only  still  subsists  but  is  ever  on  the  increase.  That  his  “feathery” 
manner  characterizes  his  later  works  is  fully  admitted.  We  recall 
the  words  of  Sir  Joshua  Reynolds  in  the  discourse  that  he  delivered 
late  in  1788,  when  the  world  had  “lately  lost  Mr.  Gainsborough.” 
“All  those  odd  scratches  and  marks  observable  in  his  pictures,”  the 
President  said,  “by  a  kind  of  magic,  at  a  certain  distance,  assume 
form  and  all  the  parts  seem  to  drop  into  their  proper  places.”  This 
remark  applies  admirably  to  the  “Masters  Tomkinson,”  in  the 
collection  of  Mr.  and  Mrs.  Charles  P.  Taft  at  Cincinnati,  that  we 
now  reproduce. 

However  opinions  may  vary  to-day  as  to  the  usefulness  of  the 
Royal  Academy,  its  foundation  in  the  third  quarter  of  the  eigh¬ 
teenth  century  was  inevitable.  The  Academy’s  “Instrument,”  by 
which  it  was  established  as  a  society  “for  promoting  the  arts  of 
design,”  has  from  the  outset  met  with  criticism;  it  has  even  been 
dubbed  “the  most  unconstitutional  parchment  in  existence.”  Gains¬ 
borough’s  attitude  was  at  times  antagonistic,  and  generations  of 
critics  have  claimed  that  the  chief  object  of  the  originators  of  the 
Academy  was  “not  to  promote  the  arts  of  design  but  to  promote 
themselves.”  But  from  the  time  that  its  members  began  in  1870  to 
organize  loan  exhibitions  of  paintings  by  the  Old  Masters  it  has 
been  increasingly  evident  that  they  have  thereby  contributed  vastly 
to  the  world’s  knowledge  and  appreciation  of  the  history  of  paint¬ 
ing.  Not,  of  course,  that  exact  scholarship  and  penetrating  research 
have  always  characterized  the  official  catalogues  of  such  exhibitions. 
Indeed,  the  present  picture  suffices  to  show  the  justice  of  this  conten¬ 
tion.  For  when  our  portrait  group  v/as  lent  to  the  Exhibition  of 
1889,  it  was  an  entirely  unknown  work,  not  having  been  previously 
exhibited,  engraved  or  even  cited  by  any  art-writer.  It  was  then 
catalogued  (No.  142)  as  “Henry  and  Edward  Tomkinson,  sons  of 
James  Tomkinson,  of  Bostock.”  As  we  now  realize,  no  credence  is 
to  be  placed  in  such  an  identification.  The  Academy’s  Cataloguer 
confused  the  Edward  Tomkinson  in  our  picture — he  was  born  in 
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1773 — his  father,  also  Edward,  born  in  1743.  He  also  wrongly 
described  the  other  boy,  actually  William,  as  Henry,  who  had  been 
born  as  early  as  1741.  A  mere  error  in  nomenclature  would  perhaps 
be  due  to  the  carelessness  or  the  lack  of  knowledge  of  one  or  other 
of  the  descendants  who  provided  the  information  at  the  time  of  the 
exhibition.  Such  error  would  be  pardonable  if  it  did  not  conflict 
with  the  stylistic  considerations  of  the  work  in  question.  But  a 
momentary  glance  at  the  canvas  would  have  revealed  that  it  was 
painted  at  the  very  end  of  the  artist’s  career,  and  not  circa  1753. 
To  tally  with  the  statement  in  the  catalogue  and  the  obvious  child¬ 
hood  of  the  boys  represented,  it  would  have  had  to  come  from  the 
hand  of  Gainsborough  thirty-five  years  before  he  died.  In  point  of 
fact,  it  was  undertaken  and  achieved  only  four  years  before  his  end 
came. 

On  the  occasion  of  the  exhibition  held  in  the  early  months  of 
1889,  the  picture  drew  forth  encomiums  in  the  press.  The  London 
Times  described  it  as  “indeed  a  charming  work,  and  Gainsborough 
seldom  painted  a  more  delightful  picture  than  that  of  the  elder 
boy  [in  point  of  fact,  he  was  the  younger]  in  his  blue  coat,  standing 
facing  the  spectator  with  his  hat  in  his  hand.  In  all  the  familiar 
qualities  of  Gainsborough’s  art  this  picture  stands  out  as  one  of  very 
great  interest,  the  colour  is  delightful  and  the  landscape  exquisite.” 

Long  after  that  exhibition  our  portrait  group  passed  to  Mr. 
Ludwig  Neumann  in  London.  Still  later  it  was  shown  at  the  ex¬ 
hibition  held  at  the  galleries  of  Messrs  Agnew'  in  November,  iqo6. 
Again  it  was  acclaimed,  and  before  long  it  was  added  to  the  collec¬ 
tion  of  Mr.  and  Mrs.  Charles  P.  Taft. 

Research  shows  that  the  boy  with  dark  hair,  wearing  a  red  tail¬ 
coat  and  seated  on  the  bank,  is  William  'Pomkinson,  afterwards 
Wettenhall,  of  Hankelow.  He  was  born  at  Manchester,  October 
19,  1772.  His  father,  Fldward,  by  devise  of  the  will  of  Nathaniel 
Wettenhall,  assumed  the  name  of  Wettenhall  in  1798,  together  with 
the  arms:  Vert,  a  cross  en/jraile<i  Ermine,  d'he  grandfather  of 
W  illiam  'Pomkinson,  or  W'ettenhall,  was  James  'Pomkinson,  an 
eminent  attorney  who  hy  his  extensive  practice  and  parsimonious 
habits  had  managed  to  purchase  the  Horfold  estates.  Although  he 
was  rich,  it  might  be  said  of  him  that  crescit  amor  niimmi  (fiiantum 
ipsa  pecunia  crescit.  James  Hall  in  his  “History  of  Nantwich”  tells 


many  stories  of  James  Tomkinson’s  hoarding  propensities,  and  sev¬ 
eral  seem  to  have  survived  locally  until  a  generation  ago. 

The  boy  standing  in  the  center  of  the  composition,  and  a  little 
further  back,  is  Edward,  who  has  long  fair  hair  and  blue  eyes  and 
wears  a  dark  blue  swallow-tail  coat  with  a  red  collar.  He  was  born 
in  January  and  baptized  March  8,  1773,  dying  unmarried  in  1819. 
It  seems  that  from  him  the  picture  descended.  It,  doubtless,  was  in¬ 
herited  by  his  brother,  the  Rev.  James  Tomkinson,  of  Dorfold  Hall. 
He  had  a  son,  who  died  unmarried,  and  two  daughters;  the  elder 
of  these,  Anne,  married  Wilbraham  Spencer  Tollemache,  younger 
brother  of  the  first  Lord  Tollemache.  This  lady  left  issue,  Henry 
James  Tollemache,  formerly  Member  of  Parliament  for  West 
Cheshire,  who  lent  this  picture  to  the  Academy  in  1889,  we  have 
seen,  and  subsequently  sold  it. 

It  is  a  matter  of  common  knowledge  that  Gainsborough  with¬ 
drew  his  intended  contributions  to  the  Academy  of  1784,  on  account 
of  a  difference  he  had  with  the  Council,  who  would  not  hang  one  of 
his  works  in  a  particular  light,  although  he  had  left  to  their  dis¬ 
cretion  the  placing  of  all  his  other  pictures.  Although  no  con¬ 
temporary  journal  gives  a  complete  list  of  the  pictures  that  Gains¬ 
borough  intended  to  send  in,  in  the  spring  of  1784,  we  know,  from 
a  sheet  of  paper  yellowed  with  age  and  still  in  the  possession  of  the 
Academy,  the  titles  of  eight  of  them.  Mr.  Whitley,  the  master’s 
latest  and  in  some  ways  most  informing  biographer,  tells  us  that  at 
the  top  of  this  sheet  of  paper  is  written  in  the  painter’s  handwriting: 
“Portraits  by  T.  Gainsborough;  the  frames  sent.”  Then  follow,  in 
the  order  named,  rough,  pen  and  ink  sketches  of  the  portraits  of  the 
three  eldest  Princesses,  Lady  Buckinghamshire,  Lord  Buckingham¬ 
shire,  Lord  Rodney,  Lord  Rawdon,  “two  boys  with  a  dog — Master 
Tomkinsons,”  and  Lord  Hood.  The  sketches  of  the  Buckingham- 
shires,  Rodney,  Rawdon  and  the  Tomkinson  Boys  are  ticked  at 
the  side  in  red,  and  in  the  same  ink  “come”  is  written  on  the  sheet  to 
indicate,  as  Mr.  Whitley  claims,  that  these  particular  works  or  their 
frames  had  been  received  at  the  Academy.  In  this  regard  we  may 
point  out  that  in  the  canvas  now  at  Cincinnati  there  is  no  dog.  We 
recall  also  that  Gainsborough  had  exhibited  in  1783  (No.  35)  a 
painting  of  “Two  Shepherd’s  Boys,  with  dogs  fighting.”  The  late 
Sir  Walter  Armstrong  in  his  excellent  monograph  compresses  that 
title  into  “Two  Boys  with  a  dog,”  and  for  some  reason  that  is  not 
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clear  states  that  the  picture  exhibited  in  1783  portrays  the  “Masters 
Tomkinson,”  which  he  appears  to  identify  with  the  canvas  of  the 
Taft  collection.  Yet  such  is  not  the  fact. 

The  magnificently  painted  and  wonderfully  preserved  work 
before  us  belongs  to  the  same  period  as  the  large  Baillie  Family, 
now  in  the  National  Gallery,  and  the  superb  Count  Rumford  which, 
under  the  title  of  “Gainsborough’s  American  Sitter”  was  published 
in  Art  IX  America  in  December,  1917.  It  antedates  the  world- 
famous  Market  Cart  of  1786  now  in  the  National  Gallery.  We 
may  recall  that  in  1786  Gainsborough  was  “engaged  upon  a  beautiful 
landscape,  in  the  foreground  of  which  are  introduced  the  trio  of  pigs 
that  are  so  highly  celebrated  by  the  Connoisseurs,  together  with  the 
little  girl  and  several  rustic  figures.”  We  read  that  that  picture  was 
bought  a  few  weeks  later  by  “Mr.  Tollemache”  who  has  not,  we 
believe,  been  identified.  But  we  have  noted  that  a  descendant  of  the 
fair  boy  Edward  on  our  canvas  married  a  Tollemache. 

Such,  very  briefly,  are  the  facts,  and  the  correct  identification 
of  the  Tomkinson  Boys,  whose  surname  has  often  been  misspelt. 
Ormerod  in  his  “History  of  the  County  Palatine  and  City  of  Chester” 
gives  much  genealogical  data  regarding  the  Tomkinsons,  as  well 
as  of  the  Wettenhalls,  whose  name  is  known  to  us  in  the  personality 
of  John  de  Wetenhale  as  far  back  as  43  Henry  III.  Dugdale’s 
“Visitation”  of  1663,  collated  with  Somerford  MSS.  revised  from 
Plea  Rolls,  and  other  evidences  also  add  to  our  knowledge  of  the 
family  history. 

It  will  not  be  gainsaid  that  Gainsborough  has  here  produced  a 
masterpiece,  both  in  technical  accomplishment  and  in  striking  char¬ 
acterization  of  two  lads  who  are  not  only  sympathetic  but  each  of 
whom  is  in  his  twelfth  year. 


AN  INTERIOR  BY  ADRIAN  VAN  OSTADE  •  BY  JOHN 
SHAPLEY 

IN  view  of  the  insuperable  mass  of  notices  of  Adrian  van  Ostade, 
to  say  tliat  the  lovely  example  here  discussed  has  never  before 
been  published  is  unsafe,  yet  very  likely  true.  Its  liistory  prior 
to  entrance  into  the  Harris  collection  is  unknown.  But  since  that 
time,  whether  in  the  house  of  the  collector  or,  as  now,  in  the  museum 
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of  Brown  University/  it  has  unfortunately  missed  the  attention  it 
deserves. 

The  painting  (page  127),  which  is  done  on  a  small  panel  twelve 
inches  high  by  nine  inches  wide,  is  in  a  good  state  of  preservation 
and  is  signed  “A  Ostade  1651.”  The  subject  is  a  dark  interior  with 
three  figures,  a  man  and  two  women.  Grouped  about  a  barrel  on 
which  a  heavy  board  serves  as  a  table,  their  action  expresses  a  phase 
of  peasant  life  which  Ostade  was  particularly  fond  of  representing, 
the  quiet  social  enjoyment  of  the  pipe  and  the  jug. 

The  young  man,  smiling  broadly,  stands  at  the  left  holding  a 
jug  behind  him  in  his  right  hand  and  raising  a  flask  in  the  other. 
Behind  him  on  a  bench  are  his  pipe,  tobacco  and  bowl  of  coals.  He 
is  dressed  in  picturesque  costume.  His  coat,  gathered  in  by  a  belt 
at  the  waist  and  falling  in  soft  folds  half  way  to  his  knees,  is  of  a 
yellowish  brown  color,  as  are  also  his  leggings.  His  trousers  and 
cap  are  a  deep  brown,  and  the  latter  is  given  a  nonchalant  effect  by 
the  angle  at  which  it  is  worn  and  the  feather  that  decks  it.  A 
sheathed  knife  hanging  from  his  belt  completes  his  gay  appearance. 

The  young  woman  stands  at  the  opposite  side  of  the  table. 
She  holds  a  knife  in  one  hand  and  in  the  other  an  indistinct  object; 
the  leaves,  some  of  which  have  fallen  on  table  and  floor,  indicate 
fruit  or  vegetable  which  she  is  preparing.  Her  face  is  more  refined 
and  pleasing  than  that  of  either  of  the  other  figures,  though  it  is 
no  more  interesting.  Her  costume  is  that  of  a  housewife.  Its  colors 
give  the  brightest  notes  to  the  picture.  The  waist  is  red,  the  skirt 
green  and  the  apron  and  cap  white,  all  moderated  by  neutralizing 
tones. 

The  costume  of  the  old  woman,  with  the  exception  of  her  white 
cap  or  bonnet,  is  so  much  in  the  shadow  as  to  be  almost  wholly  in¬ 
distinguishable.  Nor  is  her  action,  as  she  leans  over  the  table  at 
the  back  of  the  group,  at  all  clear — the  simple  process  of  filling  a 
pipe  seems  the  most  plausible  interpretation.  She,  like  the  man, 
has  a  broad,  rather  uncouth  smile  on  her  face. 

All  eyes  are  for  the  moment  intent  upon  the  object  that  the 
young  woman  holds  in  her  left  hand.  This  concentration  of  atten¬ 
tion  is  the  most  decisive  motive  in  binding  together  the  composition, 
though,  indeed,  it  is  not  otherwise  lacking  in  unity  and  harmony. 

1  George  Washington  Harris  bequest. 
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Color  was  not  Ostade’s  forte.  But  he  was  never  dissonant.  Look¬ 
ing  at  the  chaste  harmonies  of  reds  and  browns,  one  wonders  why  the 
Dutchman’s  characters  are  not  so  becoming  as  the  tones  in  which 
they  are  rendered.  A  deep  golden  brown,  characteristic  of  his  work 
after  his  contact  with  Rembrandt,  pervades  the  picture.  It  runs 
through  the  more  positive  colors  in  the  masses  of  the  costumes,  satu¬ 
rates  the  dark  shadows  in  the  background,  and  glows  with  greatest 
intensity  in  the  light  on  the  faces. 

At  the  side  of  the  room  a  door  standing  ajar  gives  a  glimpse  of 
a  still  darker  interior  beyond,  enhancing  by  contrast  the  light  of 
the  room  where  the  scene  is  laid.  All  the  light  in  the  picture  comes 
from  the  front,  falling  first  upon  the  figures,  then  penetrating  with 
increasing  dimness  into  the  farther  recesses  of  the  room. 

The  kindness  of  the  artist  in  setting  down  the  date,  a  by  no  means 
exceptional  benevolence  to  posterity  practised  by  painters  of  the  time, 
makes  it  of  interest  to  look  into  the  similarity  observable  between  this 
picture  and  its  brothers  and  sisters  nearest  it  in  point  of  time,  though 
Ostade’s  general  sameness  of  technique  and  subject  matter,  together 
with  his  practice  of  adding  the  finishing  touches  and  the  signature 
and  date  after  pictures  had  been  for  years  in  his  studio,'  results 
often  in  as  great  similarity  between  pictures  widely  separated  in  date 
as  between  those  of  the  same  year. 

The  Fiddler  in  the  Hermitage,  painted  in  1648,  is,  both  in  facial 
type  and  in  costume,  even  to  the  feather  in  his  hat  and  ruff  about 
his  neck,  a  fair  parallel  for  the  young  man  in  our  picture. 

To  some  of  the  female  members  of  the  Louvre  family  portrait, 
now  generally  accepted  as  a  genuine  Ostade  and  assigned  to  16^0-60, 
the  young  woman  in  our  painting  bears  such  striking  resemblance 
as  to  suggest  that  her  model  came  from  this  family.  The  tvpe  of 
face  and  shape  of  head  are  the  same,  and  the  similar  style  of  head¬ 
dress  makes  the  resemblance  the  more  insistent. 

I'he  old  woman  of  our  picture  is  a  type  frequently  used  by  the 
artist,  not  only  for  women,  but  also  for  men,  particularlv  in  his 
earlier  paintings.  I'lie  two  old  women  and  some  of  the  men  in  tlie 
painting  called  Old  Fiddler  (dated  1641)  in  the  Metropolitan  Mu¬ 
seum  show  close  similarity  with  this  one  in  form  aiul  e.xpression  of 
face.  7'he  coloring  also  of  the  two  pictures  is  similar. 

*  iWifdrrliiiidischi-s  Ku>istl,  r-Lcxikon,  s.v. 
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But  the  small  panel  of  A  Smoker,  also  in  the  Metropolitan  Mu¬ 
seum,  offers  in  some  points  a  closer  parallel. 

Ostade’s  output  was  so  large  and  the  practice  of  employing  as¬ 
sistants  then  so  common  that  any  contention  that  this  little  interior 
is  wholly  by  his  hand  would  be  unwise.  The  careless  drawing  of  the 
hands  and  the  obscure  motives  of  some  of  the  actions  seems,  indeed, 
to  favor  the  idea  of  a  collaborator;  for  in  some — though  not  all — 
of  Ostade’s  works  all  such  details  are  carefully  drawn.  (Among  the 
exceptions  are  some  of  the  hands  in  the  Old  Fiddler  referred  to 
above.)  The  conception  of  the  design,  however,  and  the  principal 
features  of  the  picture  can  have  as  their  source  no  other  artist  than 
the  master  whose  signature  the  painting  bears. 


A  FLEMISH  MADONNA  OF  THE  SIXTEENTH  CEN¬ 
TURY  •  BY  RAYMOND  WYER 

ONLY  of  comparatively  recent  date  has  the  collector  on  this  side 
of  the  Atlantic  given  serious  attention  to  primitive  art. 
Hitherto  art  of  this  period  has  blossomed  more  or  less  un¬ 
observed  in  the  various  museums  of  the  country,  and  the  awakened 
interest,  following  the  example  of  Europe,  has  been  largely  confined 
to  examples  of  Italian  art,  more  especially  those  belonging  to  the 
sixteenth  century.  The  Flemish  and  Dutch  primitives  were  neces¬ 
sarily  overshadowed  by  the  Italians,  whose  art  evidenced  a  much 
purer  strain;  but,  none  the  less,  it  is  the  presence  of  alien  qualities 
that  has  given  Flemish  art  a  distinct  charm  and  made  it  an  object 
of  latter-day  devotion. 

Reverting  to  the  early  fifteenth  century,  Flemish  art  will  be 
found  technically,  as  well  as  in  some  other  aspects,  superior  to  Italian 
art.  In  spite  of  the  fact  that  Flanders  was  not  endowed  with  the 
advantages  which  enabled  Italy  to  rise  to  such  interpretative  heights, 
an  important  influence  is  observable  in  the  development  of  Italian 
painting.  Indeed,  the  art  of  Flanders  gave  it  considerable  impetus, 
and  without  serious  fear  of  contradiction,  it  can  be  postulated  that 
the  fine  qualities  initiated  by  the  Van  Eycks — leading  to  Van  der 
Weyden,  culminating  gloriously  in  Memling — had  more  to  do  with 
the  art  of  Italy  than  of  Flanders  in  the  sixteenth  century.  They  and 
their  intermediaries  were  true  to  themselves  and  to  their  racial  spirit. 
But,  at  the  culmination  of  the  fifteenth  century  a  change  of  faith  and 
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ideals  began  to  take  place — a  condition  that  persisted  with  greater 
force  toward  the  end  of  the  sixteenth  century.  Although  this  falter¬ 
ing  confidence  in  Flemish  tradition  in  seeking  after  new  inspiration 
casts  a  shadow  over  much  of  the  art  of  this  period,  there  are  in  the 
domain  of  portraiture  and  sacred  subjects  many  remarkable  paint¬ 
ings  to  its  credit  wherein  the  cult  of  and  veneration  for  Italian  art 
has  not  indiscreetly  obtruded. 

The  aesthetic  study  of  Flemish  art  demands  that  each  picture 
be  judged  on  its  individual  merits,  for  it  is  astonishing  that  what 
appears  in  one  example  a  hopeless  combination  of  influences  may  in 
another,  even  with  the  same  admixture,  have  much  to  delight  one. 
In  some  cases  there  is  a  distinct  fusion  of  the  spirit  of  both  nations; 
in  others  we  are  confronted  with  an  impossible  affectation — yet  there 
is  often  a  naivete  in  the  attempt  to  add  foreign  refinement  that  is 
irresistible.  Flemish  art  rarely  possesses  the  pure  style  which  typifies 
Italian  art.  A  prolonged  high  civilization  with  tradition  and  native 
qualities  contributed  a  graceful  dignity  to  art  in  Italy  that  remains 
unsurpassed  and  rarely  approached. 

Although  Flemish  art  of  this  period  could  not  attain  to  these 
heights,  at  its  best  and  even  when  not  quite  at  its  best,  it  combined  a 
natural  vigor  with  other  attractive  qualities.  Inferior  examples, 
indeed,  were  often  preferable  to  much  reactionary  performance,  not¬ 
withstanding  the  fact  that  they  were  governed  by  two  contradictory 
influences,  unsubjected  to  reconciliation.  Such  art  was  virile  in  con¬ 
tradistinction  to  the  decadent  output  of  Italy  at  the  close  of  the  six¬ 
teenth  century,  for  the  Carracci  and  their  followers  had  no  alien 
strength  with  which  to  invigorate  the  diluted  Italian  spirit.  Neither 
did  this  Flemish  art  possess  the  cold  formality  of  the  French  David, 
nor  the  triviality  that  attached  itself  to  English  art  of  the  middle 
nineteenth  century.  It  is  better  to  be  vulgar  than  merely  placid, 
and,  indeed,  there  are  greater  possibilities  in  vulgarity  than  in  resur¬ 
rected  classicism  or  unsophisticated  mediocrity.  Often,  therefore, 
the  chief  fault  of  sixteenth  century  art  lies  in  its  unassimilated  but 
sometimes  not  unpleasantly  incorporated  foreign  attributes. 

The  painting  (page  127)  is  of  particular  interest,  possessing 
much  of  the  merit  and  demerit  of  sixteenth  century  Flemish  art.  But 
many  of  its  faults,  as  well  as  the  aesthetic  (|ualities,  are  of  a  nature 
conducive  to  the  charm  of  the  ensemhle.  In  seeking  for  an  attribu¬ 
tion,  not  by  any  means  an  easy  matter  concerning  a  work  of  this 


period  and  character,  one  thinks  of  Jan  Gossaert,  inasmuch  as  it 
most  resembles  certain  works  accepted  as  correctly  attributed  to  this 
painter. 

Gossaert  was  born  at  Maubeuge,  a  small  town  in  Hainault,  in 
1472,  and  died  about  the  year  1535.  He  is  more  generally  known 
as  Mabuse,  after  his  birthplace.  Mabuse  was  one  of  the  first  to  be 
influenced  by  Italian  art.  In  company  with  Van  Orley  he  went  to 
Italy,  and  on  his  return  showed  devotion  to  Milanese  traditions  and 
methods,  freely  using  Renaissance  architectural  backgrounds,  which 
gave  to  many  of  his  pictures  an  appearance  of  heaviness  and  pre¬ 
tentiousness.  Mabuse  painted  excellent  portraits,  and  a  number  of 
his  small  religious  groups  are  exceedingly  fine.  His  design  is  gen¬ 
erally  good,  his  coloring  fresh,  accompanied  by  a  remarkable  finish, 
and  in  spite  of  his  preoccupation  with  Italian  ideas,  the  Flemish 
spirit  always  remains. 

An  atmospheric  fusion  of  tones,  more  peculiar  to  art  of  a  later 
date,  characterizes  the  painting  of  the  face  of  the  Virgin.  The  filmy 
veil  on  the  head,  gracefully  falling  to  the  shoulder,  adds  to  the  charm 
of  the  fresh  and  delicately  blended  color  of  the  face.  In  design, 
Mabuse  possesses  something  in  common  with  Albrecht  Diirer,  and 
a  stylistic  resemblance  to  Gerard  David.  These  qualities  are  ap¬ 
parent  to  some  extent  in  this  picture.  Although  one  misses  the  grave 
serenity  that  pervades  so  many  of  the  faces  in  David’s  pictures,  one 
cannot  fail  to  observe  a  similarity  in  the  atmospheric  delicacy  in 
this  painting.  The  refinement  of  the  Madonna’s  face  is  perhaps 
intensified  by  her  knitted  brow  and  brooding  expression. 

Since  the  beginnings  of  Flemish  art,  interest  has  been  mani¬ 
fested  in  portraiture,  and  in  most  religious  compositions  we  notice 
a  portrait-like  character  given  to  each  figure.  The  face  of  Joseph 
here  is  typical  in  this  respect  and  he  and  the  Madonna  are  playing 
a  part  in  human  affairs  of  which  they  are  seriously  conscious.  The 
trifling  realism — symbolic  perhaps  of  the  human  race — in  the  ob¬ 
streperous  Child  and  His  indifference  to  the  seriousness  of  life,  some¬ 
what  emphasizes  the  concern  of  Mary  and  Joseph.  The  troubled 
expression  on  the  Virgin’s  countenance  is  not  the  result  of  definite 
knowledge  of  a  calamity;  rather  with  mystic  penetration  does  she 
look  into  the  future,  and  with  woman’s  instinct  is  conscious  of  im¬ 
pending  trouble,  not  only  to  the  Infant  but  to  all  humanity.  Joseph’s 
face  is  as  rich  in  its  brown  swarthy  tones  as  the  Virgin’s — infused  with 
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color,  soft  and  cool.  He  is  looking  with  keen  interest  and  consider¬ 
able  anxiety  at  the  Virgin,  and  the  dramatic  expressions  on  the  two 
faces  appear  to  be  more  than  accidental. 

Studying  the  design,  one  feels  an  absence  of  rhythmic  unity  in 
the  relation  of  Joseph’s  figure  to  the  rest  of  the  composition.  It  is 
lacking  in  proportion  and  has  somewhat  the  appearance  of  being 
inserted  as  an  afterthought.  The  head,  however,  is  a  splendid  piece 
of  painting,  and  in  regard  to  the  faulty  design,  it  may  be  said  that 
therein  lies  a  certain  charm.  The  mantle  of  the  Virgin  is  red  and 
covers  a  brown  robe  trimmed  with  fur  of  the  same  color.  The 
angels,  some  playing  musical  instruments,  give  interest  and  life  to 
the  very  dark  background,  but  all  in  a  minor  key,  so  that  there  is 
no  conflict  with  the  main  parts  of  the  picture,  where  the  color  is 
restrained  and  quietly  distinguished.  Indeed,  restraint  is  a  very  in¬ 
sistent  note  throughout  the  painting  and  it  is  from  this  quality  that 
the  panel  derives  much  of  its  fascination. 


JOHN  HENRY  TWACHTMAN  (i8, '3-1902)  •  BY  ELIOT 

CLARK 

The  great  contrast  between  the  early  work  of  John  Twachtman 
and  his  later  and  mature  work  can  only  be  explained  by  study¬ 
ing  the  larger  art  movement  with  which  his  work  is  associated. 
It  is,  in  brief,  the  contrast  between  the  Munich  school  of  the  seventies 
and  the  Parisian  school  of  impressionism  of  the  nineties,  a  contrast 
between  the  dark,  colorless,  but  strongly  painted  canvases  which  re¬ 
flect  the  sombreness  of  the  North,  and  the  light,  airy  and  vibrant 
canvases  which  one  associates  with  sunshine  and  the  South. 

Although  we  can  thus  simply  and  briefly  classify  the  work  of 
Twachtman,  it  is  at  once  apparent  in  his  earliest  canvases  that  he 
was  gifted  with  an  instinctive  artistic  sensibility  and  a  very  personal 
appreciation  and  interpretation.  This  is  observed  not  only  in  his 
brushwork,  but  in  his  singleness  of  vision  and  purpose,  which  is 
undoubtedly  the  origin  of  good  brushwork.  'Phere  is  a  directness,  a 
spontaneity,  a  freedom  of  touch  and  a  certain  command  and  authority 
in  the  early  painting  of  Twachtman,  which,  if  it  does  not  indicate  the 
future  way  of  the  painter,  indicates  at  once  that  he  is  a  painter.  It 
is  not  merely  the  result  of  clever  and  superficial  brushing,  it  is  not 
merely  a  mannerism,  but  it  implies  a  clearness  of  visioti,  a  comp  re- 


hension  of  things  seen,  and  an  instinctive  ability  in  reducing  them  to 
simple  and  expressive  pictorial  forms. 

The  first  manner  culminates  in  the  early  eighties.  It  is  notice¬ 
able  that  some  of  the  best  canvases  of  this  period  are  subjects  of  har¬ 
bors  and  shipping,  subjects  to  which  he  returned  in  later  life  at  Glou¬ 
cester.  We  recall  a  picture  dated  “N.  Y.  ’79”  in  which  fishing  boats, 
with  sails  furled,  are  lying  at  the  docks,  the  upright  repetition  of 
the  masts  contrasted  by  angular  wooden  houses  in  the  background. 
In  technique  it  is  a  veritable  “tour  de  force.”  The  painter  never 
realized  his  subject  with  greater  command  of  brush.  The  arrange¬ 
ment,  which  does  not  suggest  deliberate  composing,  is  nevertheless 
nicely  calculated,  and  characterizes  the  subject  with  picturesque  and 
striking  effect.  When  we  reflect  that  at  this  time  Manet  was  startling 
his  Parisian  audience  by  his  frank  realization  of  the  intimate  life 
about  him,  we  must  recognize  that  the  realism  of  Twachtman  must 
have  appeared  most  blatant  to  the  blinking  eyes  of  his  American 
contemporaries. 

In  the  early  work,  however,  the  element  of  light  and  color  is 
lacking,  the  value  contrasts  are  forced,  and  if  within  given  limitations 
it  is  consistent,  we  shall  see  that  it  was  not  fully  satisfying  to  the 
later  painter  of  light.  The  French  landscapes  show  a  deliberate 
change.  The  Munich  manner  of  painting  is  abandoned.  Instead 
of  the  full  unctuous  quality  of  pigment  and  strong  contrasts  of  light 
and  dark,  we  now  see  a  very  thin  application  of  paint,  a  delicate 
and  sensitive  touch  and  a  closer  consideration  of  values.  The  canvas 
is  of  fine  French  linen;  the  painting  hardly  more  than  a  wash;  the 
color  is  almost  in  monotone,  with  variations  of  silvery  grays  and 
greens;  the  composition  is  less  crowded  and  the  spacing  of  simple 
forms  is  made  significant.  We  may  trace  this  tendency  to  the  grow¬ 
ing  interest  in  Whistler  and  the  Japanese,  but  the  appreciation  of  line 
and  rhythm  is  purely  personal.  The  form  is  rendered  in  simple  flat 
contour;  the  composition  is  long;  the  first  plane  is  in  the  immediate 
foreground  and  the  perspective  is  limited.  This  is  noteworthy,  for 
it  indicates  the  designer  and  shows  his  growing  interest  in  pattern. 

The  intermediate  manner  was  significant.  It  revealed  the 
painter  to  himself.  He  saw  his  nature  manifested  in  delicacy  rather 
than  strength,  in  the  sensitive  rather  than  the  striking,  in  the  subtle 
rather  than  the  obvious.  Had  he  continued  in  the  Munich  manner 
he  might  later  have  found  himself,  like  Duveneck,  artistically 
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stranded.  But  Twachtman  was  of  a  very  sensitive  and  receptive 
nature,  keenly  conscious  of  his  environment,  reflecting  the  quickened 
aspirations  of  his  generation.  The  world  in  which  he  lived  was  his 
subject,  his  impressions  of  it  his  expression.  He  had  not  a  romantic 
reverence  for  nature.  The  subjects  which  had  inspired  his  prede¬ 
cessors  were  to  him  merely  sentimental.  The  awe-inspiring 
grandeur  of  primitive  nature  was  to  him  of  little  significance;  scenic 
splendor  and  the  sublimity  of  vastness  and  expanse  awakened  no 
responsive  chord;  he  never  sought  to  realize  the  illimitable  or 
suggest  in  paint  the  fascination  of  fairy-like  palpitating  perspective. 
On  the  contrary,  his  viewpoint  is  seldom  in  the  distance;  he  designs 
with  known  quantities  against  simply  related  planes,  and  he  seems 
instinctively  to  see  in  nature  its  pictorial  value  in  terms  of  color  and 
form  rather  than  the  associative  idea.  When  he  painted  the  Yellow¬ 
stone  Falls  he  was  not  properly  impressed  by  its  height,  he  saw  only 
the  beauty  of  line  and  color;  he  seemed  to  be  entirely  unimpressed 
by  the  natural  marvels  of  the  Park  but  recorded  the  opalescent 
colors  of  its  pools.  Before  Niagara  Falls  he  is  not  inspired  by  awe 
and  reverence,  but  sees  an  opportunity  for  an  artistic  arrangement. 
This  gives  to  his  pictures  a  singleness  of  intention  unclouded  by  in¬ 
definable  emotions.  It  also  establishes  his  limitations,  but  he  know¬ 
ingly  works  within  limitations.  His  Niagara  is  a  pleasing  pattern, 
a  bouquet  of  color,  but  one  is  not  impressed,  as  he  was  not  impressed, 
by  the  force  and  volume  and  immensity  of  this  marvelous  exposition 
of  nature’s  power. 

If  Twachtman  was  not  poetical  in  the  literary  sense,  a  form  of 
expression  which  requires  the  associative  and  intellectual  idea,  he 
was  truly  poetical  in  the  aesthetic  sense,  a  sense  which  is  more  elusive 
possibly  because  less  used,  and  a  sense  which  finds  its  poetical  ex¬ 
pression  in  painting  not  so  much  in  a  merely  graphic  way,  but  in  the 
more  abstract  expression  of  form  and  color  which  is  a  language  quite 
unique  and  independent  of  the  thoughts  formed  by  words.  His  work 
is  therefore  not  without  idea,  but  it  is  an  aesthetic  rather  than  a 
literary  idea. 

The  aesthetic  idea  in  painting  is  not,  however,  created  out  of 
nothing.  Its  beginning  and  evolution,  like  every  other  form  of 
expression,  is  from  the  human  emotion,  and  I'wachtman  was  essen¬ 
tially  human.  His  nature  was  comparatively  little  uncorrupted  by 
superficial  conventionalities.  He  was  impressed  by  the  outer  world 


at  first  hand,  so  to  speak.  His  pictures  have  a  very  intimate  appeal, 
because  the  subject  appealed  to  him  very  intimately.  He  does  not 
merely  describe  his  subjects  in  paint,  as  illustration  his  work  has 
littie  value,  but  he  puts  into  his  design  something  of  his  spiritual 
impression  of  the  subject.  His  picture  is  not  in  consequence  simply 
a  visual  impression,  it  is  more  properly  a  poetical  impression. 
Twachtman  showed  very  clearly,  in  his  early  work,  that  he  had  the 
ability  to  represent  a  given  subject  in  a  graphic  manner,  but  he 
sacrificed  this  more  popular  aspect  of  painting  in  seeking  to  express 
its  most  abstract  and  significant  aspect. 

This  evolution  of  the  esthetic  idea  is  interestingly  illustrated 
in  a  series  of  waterfalls  which  Twachtman  painted  near  his  home 
at  Cos  Cob.  The  first  studies  are  the  most  naturalistic,  studies  of  a 
particular  waterfall  having  the  ordinary  aspect  of  the  ordinary 
waterfall.  Later  the  forms  are  enlarged  and  simplified,  the  angle 
of  vision  is  reduced,  a  single  aspect  is  pictured  and  the  action  of 
the  water  is  given,  not  by  a  faithful  and  naturalistic  rendering  of  the 
surface  qualities  of  water,  but  by  selecting  the  most  expressive  forms 
and  so  arranging  the  design  that  these  forms  are  an  integral  and 
structural  part  of  the  composition.  The  waterfall  in  the  nearby 
woods  thus  becomes  aesthetically  as  important  as  the  overwhelming 
immensity  of  Niagara.  It  is  herein  that  Twachtman  was  a  creative 
composer.  He  did  not  take  a  ready-made  pattern  and  impose  it 
on  his  subject  or  translate  his  subject  into  a  preconceived  formula. 
Even  such  a  distinguished  designer  as  Whistler  often  adapted  a 
Japanese  design  to  a  subject  with  which  it  had  no  inner  relation. 
It  is  thus  that  design  is  debased,  and  becomes  merely  ornamental. 
With  Twachtman  the  distinction  is  important,  because  it  explains 
not  only  the  value  of  his  finest  achievements,  but  also  explains  his  less 
successful  ventures,  wherein,  failing  to  fulfil  his  intention,  there  is 
little  of  the  purely  ornamental  or  realistic  to  entertain  the  spectator. 

Twachtman’s  color  is  always  related  to  values.  Inasmuch  as  he 
worked  within  a  limited  range  of  values,  he  likewise  worked  within 
a  limited  range  of  color.  He  enjoyed  painting  snow  because  he  was 
interested  in  the  variation  of  hues  within  closely  related  values,  and 
saw  the  rhythmic  lines  of  nature  brought  out  in  the  contour  of  a 
hill,  the  outcropping  of  a  stone  wall  or  the  ice-bound  brook.  In 
fact,  his  delight  in  the  study  of  light  on  white  led  him  at  times  to 
paint  almost  entirely  without  contrasts,  and  the  landscape  merges  into 
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the  indefinable  forms  of  atmosphere.  His  method  of  painting  was  a 
direct  outcome  of  his  aesthetic  idea.  As  he  pictured  the  more  elusive 
and  subtle  effects  of  nature,  so  too  his  technique  is  illusive  and  subtle. 
His  painting  is  not  blatant  or  obvious.  He  seems  to  lend  to  his 
treatment  something  of  the  spirit  of  the  thing  itself.  The  snow  is 
heavy,  though  soft,  and  the  texture  of  the  pigment  indicates  its  sur¬ 
face;  the  flowing  water  is  painted  with  a  rapid  and  expressive  brush; 
the  painted  flowers  of  the  field  seem  imbued  with  the  delicacy  of 
their  own  nature.  When  Emil  Carlscn  told  Twachtman  that  he 
was  a  great  technician,  Twachtman  said;  “Technique,  I  don't  know 
anything  about  it.”  It  is  often  true  that  one  becomes  utterly  un¬ 
conscious  of  that  about  which  one  knows  most,  and  to  become  entirely 
unconscious  of  technique  is  certainly  to  have  mastered  it. 

Twachtman  worked  at  a  time  when  a  new  point  of  view  was 
most  welcome  and  refreshing,  when  a  new  conception  had  something 
of  the  exhilaration  of  a  discovery,  when  the  studio  trappings  needed 
dusting  in  the  open  air.  He  was  one  of  the  first  of  our  landscape 
painters  to  use  the  square  canvas,  and  the  resulting  innovation  in 
design,  and  the  new  possibilities  of  spacing  within  an  untried  pro¬ 
portion  was  conducive  to  many  interesting  results.  The  high  skyline 
was  another  innovation  which  brought  with  it  many  changes  in  areas, 
and  at  once  indicated  a  more  intimate  interest  in  nearby  subjects; 
while  to  completely  eliminate  the  sky  was,  to  the  older  school,  to 
eliminate  landscape.  But  to-day,  when  these  changes  have  become 
more  or  less  formalized,  the  aspect  of  novelty  can  no  longer  appeal. 
If  Twachtman  is  to  hold  a  permanent  place  in  painting,  it  will  be 
due  to  the  permanent  and  universal  quality  of  his  painting  and  not 
because  of  its  novelty.  This  permanent  quality  is  to  be  measured  not 
only  by  that  nature  which  we  associate  with  visual  truth,  but  bv 
that  human  nature  by  means  of  which  it  is  interpreted.  It  is  because 
the  pictures  of  John  7'wachtman  are  imbued  with  something  of  the 
mystery  that  is  called  life,  as  manifested  in  form  and  color,  that  they 
have  that  permanent  quality. 
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AN  EARLY  AMERICAN  SILVER  MUG  •  BY  HOLLIS 
FRENCH 


Tankards  and  cans,  while  comparatively  difficult  to  find,  are 
plentiful  when  contrasted  with  genuine  mugs.  In  consequence 
it  is  of  real  interest  to  collectors  and  connoisseurs  to  chronicle 
the  discovery  of  a  piece  of  this  type  by  John  Edwards’  hand  which 
has  recently  been  secured  by  Philip  L.  Spalding,  Esq.,  of  Boston. 

In  the  great  collection  of  early  American  silver  shown  at  the 
Boston  Museum  of  Fine  Arts  in  191 1,  when  over  one  thousand  pieces 
were  displayed,  only  eight  mugs  were  shown,  and  of  these  none  is 
comparable  in  beauty  of  line  with  the  piece  recently  discovered. 

It  seems  strange  that  a  drinking  vessel  so  similar  to  the  tankard 
should  not  have  been  more  frequently  made,  but  such  appears  to 
be  the  fact,  and  this  circumstance  makes  collectors  all  the  more 
anxious  to  obtain  vessels  of  this  description. 

Technically,  as  defined  by  the  Walpole  Society,  whose  classi¬ 
fication  of  American  silver  has  become  standard,  a  mug  is  “a  silver 
drinking  vessel  with  straight  or  tapering  sides,  scroll  handle,  flat 
bottom,  moulded  base  and  no  lid.”  This  piece  is  frequently  con¬ 
fused  with  the  more  ordinarily  found  can,  which  differs  from  it  by 
having  a  curved  body,  rounded  bottom  and  splayed  base. 

The  Edwards  piece,  which  is  shown  in  the  accompanying  il¬ 
lustration,  is  4l4  inches  high  with  a  diameter  at  the  lip  of  inches, 
and  is  perhaps  the  finest  of  its  type  yet  discovered.  Attention  is 
particularly  called  to  the  beauty  of  its  mouldings.  While  the  lip 
is  not  substantially  different  from  others  of  its  class  previously  found, 
the  base  is  particularly  rich  in  its  lines,  and  this  in  turn  is  outdone 
by  the  beauty  of  the  midband,  whose  mouldings  are  unsurpassed  even 
by  well-known  tankards.  The  handle  is  of  the  simple  S  type  and 
the  mask  on  the  tip  is  moulded  in  imitation  of  a  cherub’s  face.  The 
proportions  and  detail  of  the  whole  piece  are  truly  most  satisfying 
to  the  eye,  and  the  patina  of  the  surface,  which  is  only  suggested  in 
the  illustration,  is  equal  to  all  that  the  most  critical  could  desire. 

Like  the  majority  of  early  American  pieces,  it  has  passed  from 
the  hands  of  its  early  owners,  and  little  or  nothing  can  be  told  of  its 
history,  which,  if  known,  would  undoubtedly  be  most  interesting. 
On  the  handle  appears  the  name  of  S.  Russell,  probably  the  original 
owner  and  perhaps  the  same  one  who  owned  a  Coney  mug.  If  so, 
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he  was  referred  to  by  Mr.  F.  H.  Bigelow  in  his  work  on  early  silver 
as  one  who  gave  a  tankard  to  the  church  in  Marblehead  in  1725. 

The  maker’s  mark,  shown  in  the  illustration,  proclaims  it  to  be 
by  one  of  our  earliest  silversmiths,  John  Edwards,  who  was  born 
in  1670  in  Limehouse,  England,  now  a  part  of  London.  About  1688 
he  came  with  his  father  to  Boston,  where  at  one  time  he  had  a  place 
on  Dock  Square. 

A  genealogical  record  may  be  dry  to  the  uninitiated,  but  to  the 
student  of  early  Colonial  history  it  is  most  illuminating,  and  to  the 
silver  collector  it  is  of  great  importance,  which  must  be  the  excuse 
for  referring  to  it  here  at  some  length.  John’s  first  wife,  to  whom 
he  was  married  in  1694  in  Boston,  was  Sybil  Newman,  a  grand¬ 
daughter  of  the  second  John  Endicott  and  a  step-daughter  of  Zerub- 
babel.  Governor  Endicott’s  son.  To  the  Endicott  family  he  was 
further  allied  by  the  marriage  of  his  sister  Anna  to  the  Governor’s 
grandson,  and  in  recognition  of  this  close  connection  he  was  granted 
by  the  Boston  Selectmen  in  1722  the  “Liberty  to  Improve”  the  Endi¬ 
cott  tomb  in  the  Granary  burying  ground  “until  a  person  of  Better 
Right  to  it  appears  to  claim  it.”  One  cannot  help  wondering  what 
would  have  happened  if  such  a  person  had  appeared  to  insist  on  his 
right  after  John  had  “Improved”  the  tomb  by  occupying  it. 

As  divorces  were  not  as  common  in  those  days  as  they  are  now, 
we  may  assume  that  John’s  first  wife  died  previous  to  1740,  for  in 
that  year  he  married  Abigail  Fowle,  then  widow  of  William  Smith 
of  Charlestown. 

As  his  first  wife  was  the  daughter  of  a  clergyman,  and  his  step¬ 
son  by  the  second  wife  became  one,  John  must  have  been  quite  closely 
connected  with  the  church,  which  relation  was  further  accentuated 
by  the  fact  that  his  son  Samuel  married  the  daughter  of  his  second 
wife. 

This  son  Samuel,  who  was  born  in  1705  and  died  in  1762,  fol¬ 
lowed  his  father’s  trade  and  became  a  silversmith,  whose  pieces  show 
great  ability  and  are  much  sought  after  by  collectors. 

As  in  olden  times  the  trade  of  the  father  was  frequently  fol¬ 
lowed  by  several  descendants,  so  another  and  older  son,  Thomas  Ed¬ 
wards,  1701-1755,  and  a  grandson,  Joseph,  Jr.,  1737-1783,  were  both 
silversmiths,  the  latter  being  a  son  of  John’s  son  Joseph,  1707-1777, 
who,  though  first  thought  to  have  been  of  the  same  occupation,  had, 
it  now  appears,  forsworn  the  trade  to  become  a  stationer. 


The  elder  John  must  have  been  a  most  respected  and  public- 
spirited  citizen,  for  he  held  the  office  of  Tithingman  in  1701,  1708, 
and  1711.  He  was,  moreover,  Constable  in  1715  and  Assessor  from 
1720  to  1727,  and  must  have  been  of  a  warlike  nature,  for  he  was 
early  a  member  of  the  Boston  Militia,  rising  so  high  as  to  become  a 
Fourth  Sergeant  of  the  Artillery  Company  in  1704.  His  respecta¬ 
bility  is  further  vouched  for  by  the  fact  that  he  was  a  member  of 
the  church  in  Brattle  Square,  which  might  have  been  expected  be¬ 
cause  of  his  connection  with  the  clergy  already  mentioned. 

We  may  imagine  it  to  be  due  to  his  skill  as  an  engraver,  in  which 
all  the  early  men  of  his  trade  excelled,  that  he  was  appointed  to 
visit  “the  Wrighting  School  at  the  Southerly  End  of  Boston”  and 
examine  the  scholars,  and  we  can  fancy  John  delighting  the  children 
by  showing  some  of  his  best  letters  and  flourishes,  used  so  success¬ 
fully  by  him  on  much  of  his  silver. 

In  accordance  with  the  custom  of  the  times,  he  marked  his  silver 
with  dies,  which  varied  from  time  to  time,  so  that  we  find  pieces 
made  by  him  marked  in  various  ways  with  emblems  which  we  sup¬ 
pose  were  changed  as  the  dies  wore  out.  Of  these  marks  we  have 
identified  four  types  which  appear  to  be  his,  and  these  are  shown 
about  twice  normal  size  and  described  as  follows; 

Crude  capitals  in  plain  quatrefoil. 

Crude  capitals  in  quatrefoil  with  four  projections. 

Roman  capitals  in  two  semicircles  with  two  projections. 

Crude  capitals  crowned,  fleur-de-lys  below  in  shield. 


The  mug  described  in  this  article  bears  the  first  of  these  marks, 
which  is  perhaps  the  earliest  of  Edwards’  dies,  and  this,  taken  in 
connection  with  the  general  design  of  the  piece,  might  indicate  that 
it  was  made  about  1700,  The  same  mark  appears  also  on  other  pieces 
with  that  of  Edwards’  brother-in-law,  John  Allen,  with  whom  Ed¬ 
wards  seems  to  have  been  early  associated  in  business. 
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A  SPANISH  CHASUBLE  OF  THE  EARLY  RENAISSANCE 
BY  CHARLES  A.  W.  VOGELER 

IN  1916  the  City  Art  Museum  of  Saint  Louis  acquired  by  purchase 
a  chasuble  of  cloth  of  gold  with  orphreys  of  polychrome  em¬ 
broidery  (Plate).  The  fabric  is  a  yellow  silk  brocade,  the 
ground  of  which  is  composed  of  floss  silk  shot  with  fine  threads  of 
gold,  contrasted  with  a  pomegranate  pattern  in  gold  (boucle  tech¬ 
nique),  outlined  with  fine  lines  of  red,  the  color  of  the  foundation. 
The  gold  is  plated  on  silver.^ 

Only  a  fragment  of  the  design  is  to  be  seen  on  the  chasuble,  an 
important  part  being  a  broad  winding  band,  shown  on  the  cope,  ac¬ 
quired  at  the  same  time  by  the  Museum,  which  contains  the  remain¬ 
der  of  the  design,  the  cope  and  chasuble  belonging  to  the  same  set  of 
vestments. 

Errera  ^  has  published  fifteenth  and  sixteenth  century  fragments 
of  an  analogous  weave.  The  Hispanic  Society  of  America  possesses 
a  cope  with  a  somewhat  similar  pattern. 

The  looms  of  Spain  produced  in  the  fifteenth  and  sixteenth  cen¬ 
tury  pomegranate  patterns  analogous  to  our  example,  some  of  which 
cannot  be  distinguished  from  examples  of  Italian  workmanship. 
Italian  as  well  as  Northern  craftsmen  were  attracted  to  Spain  in  the 
fifteenth  century.  Italian  as  well  as  Northern  textiles  were  im¬ 
ported.^  But  owing  to  the  fact  that  in  Italy  the  Renaissance  was 
practically  freed  from  medijEval  influence  by  the  last  quarter  of  the 
fifteenth  century,  when  the  renaissance  of  Spain  was  in  its  infancy, 
one  would  expect  in  general  to  find  Italian  fabrics  of  the  pomegra¬ 
nate  pattern  purer  in  the  new  classic  design  than  Spanish  examples  of 
the  same  period. 

I  believe  this  to  be  demonstrated  by  Spanish  paintings  of  the 

>  Confirmed  by  a  chemical  analysis  made  by  Professor  I..  McMasters. 

2  Cataloyue  d'litnffcs — Bruxelles,  Nos.  226H,  220C.  2.1.1. 

2  Toledo  Cathedral  vestments  presented  to  the  Cardinal  Mendoza  by  the  Emperor 
Frederic,  1489. 

Copyright.  1919,  Frederic  h'airchild  Sherman 
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second  half  of  the  fifteenth  century.  They  offer  numerous  examples 
of  the  pomegranate  pattern,  in  representations  of  contemporary  cos¬ 
tumes,  especially  ecclesiastical  and  court  costumes,  and  as  a  diaper 
decoration  for  walls  and  other  backgrounds.  When  we  compare 
these  with  contemporary  examples  of  Italian  painting,  the  lead  which 
Italy  took  in  the  Renaissance  is  apparent. 

It  is  natural  that,  while  the  painters  of  the  fifteenth  century  took 
liberties  with  pomegranate  textile  designs  in  reproducing  them,  sim¬ 
plifying,  curtailing  and  altering  the  pattern  to  suit  the  canons  of  the 
painter’s  art,  sculptors  also  represented  textiles  with  pronounced 
modifications  of  treatment.  This  is  demonstrated  in  the  sculptured 
reproduction  in  marble  of  a  cope  worn  by  the  recumbent  figure  of 
Don  Gutierre  de  la  Cueva,  Bishop  of  Palencia,  on  a  tomb  from  the 
ruined  monastery  of  San  Fernando  in  Cuellar  in  the  Province  of 
Segovia,  now  in  the  collection  of  the  Hispanic  Society  of  America. 
The  sculptor  has  not  clung  to  the  limitations  of  textile  design,  but 
represented  leaves  and  other  details  with  a  rich  relief.  A  naturalistic, 
foliated  pattern  is  shown,  analogous  to  the  design  of  the  Saint  Louis 
cope  and  of  further  significance  here  because  the  Bishop,  Don 
Gutierre  de  la  Cueva,  was  a  brother  of  Don  Beltran  de  la 
Cueva,  first  Duque  de  Albuquerque,  whose  arms,  impaling  the  arms 
of  his  first  wife.  Dona  Mencia  de  Mendoza,  are  embroidered  on  the 
front  of  our  chasuble.  The  Bishop,  Don  Gutierre  de  la  Cueva,  died 
about  1490.  The  tomb  is  of  Late  Gothic  architecture.  That  is  to 
say,  Gothic  features  predominate,  but  they  are  associated  with  Renais¬ 
sance  features,  offering  a  valuable  index  to  the  character  of  Spanish 
architecture  of  about  1500,  and  to  a  determination  of  the  period  of 
our  chasuble. 

The  most  productive  period  for  the  manufacture  of  cloths  of 
gold  at  Toledo,  where  some  of  the  richest  were  woven,^  was  approxi¬ 
mately  from  1480  until  1520.^  The  orphreys  on  our  chasuble  are 
of  this  period,  as  will  presently  be  demonstrated. 

The  chasuble  has  been  cut.  The  scapular  shape  is  modern. 
Chasubles  were  not  open  at  the  side  like  ours,  in  the  Middle  Ages. 
They  were  shaped  like  a  bell  with  a  hole  in  the  top  for  the  head.  The 
shape  in  the  year  1510  may  be  judged  from  a  painting  in  the  Cathe¬ 
dral  of  Valencia  by  the  younger  Rodrigo,  representing  St.  Rieul 
celebrating  Mass.  The  sides  of  the  chasuble  worn  by  the  priest  in 

1  Toledo  Ordinances  of  1494. 

2  Larruga :  Mcmonaj,  Vol.  VII,  205.  ..  _  .  . 
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the  picture  are  not  open,  but,  even  with  his  fore-arm  raised,  drop 
over  the  shoulder  to  the  elbow  where  there  are  folds,  indicating  that 
if  his  arms  were  dropped  the  vestment  would  more  than  cover  the 
upper  arm.  As  late  as  1619  Rubens  represented  a  chasuble,^  cover¬ 
ing  the  entire  upper  arm. 

In  the  first  half  of  the  sixteenth  century  the  side  length,  includ¬ 
ing  the  shoulder,  was  about  60  cm. ;  in  the  fifteenth  century,  about  80 
cm.  Compare  these  ample  proportions  with  the  open  sides  of  our 
chasuble.  As  our  illustration  shows,  the  lowest  panel  belonging  to 
the  orphrey  on  the  back  of  the  Saint  Louis  chasuble  has  also  been 
severed.  The  chasuble  measures  (vertically)  1.25  m.  in  front,  1.27 
m.  in  back.  The  length  of  the  front  or  back  of  a  chasuble  of  the 
fifteenth  or  sixteenth  century  ( ranging  from  about  1.30  m.  to  1.50  m.) 
was  not  much  more  than  this." 

Most  of  the  mutilation,  or  cutting,  of  chasubles  was  done  in  the 
seventeenth  and  eighteenth  centuries.  An  interesting  fact  is  that 
many  of  the  vestments  made  previous  to  the  fifteenth  century  have 
come  down  to  us  uncut,  while  few  of  the  same  period  as  ours  are 
left  in  Catholic  churches  that  have  not  been  disfigured.  Father 
Braun  believes  that  old  garments  were  spared  because  they  were 
associated  with  saints,  which  made  them  inviolable.  Our  chasuble 
has  been  cut  like  this  virtually  all  of  its  time. 

It  has  seen  hard  actual  use.  The  front,  which  is  now  fiddle¬ 
shaped,  is  very  much  worn  by  the  arm  of  the  priest.  Not  only  is 
the  gold  at  this  level  much  frayed,  but  the  brocade  here  has  a  purple 
instead  of  a  red  foundation,  which  would  seem  to  indicate  that  strips 
of  a  different  fabric  were  used  to  replace  parts  previously  worn  out. 
Below  the  level  of  the  waist,  large  fields  of  brocade  show  the  pattern 
inverted,  but  of  the  same  fabric  as  is  shown  on  the  back  of  the 
chasuble.  I'he  scenes  embroidered  on  the  front  orphrey  are  ruined 
by  wear.  I'hc  back  is  in  a  good  state  of  preservation. 

After  the  Spanish  fashion,  the  chasuble  has  for  orphreys  a 
straight  band  down  the  front  and  a  straight  band  down  the  back, 
divided  into  three  panels  each.  All  but  one  contain  scenes  from  the 
life  of  Christ,  d'he  top  panel  on  the  front  contains  a  shield,  broad 
at  the  bottom,  though  slightly  pointed.  Kmbroidered  on  it  arc  the 
impaled  arms  of  de  la  Cueva  and  Mendoza.  Apparently  portions 
of  a  device  surmounting  the  shield  have  been  cut  away  in  altering  the 

'  The  Miraclf  of  St.  ff/iiatius,  Sant’  .’\mt)roKio,  (icnoa. 

2  J.  ftraun's  Die  Lilurijijchc  Gm-atidumj,  I'W. 
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chasuble,  fragments  remaining  on  the  right  and  left  of  the  present 
neck  opening.  The  arms,  which  have  not  been  injured,  represent  the 
marriage,  in  1460,  of  Don  Beltran  de  la  Cueva,  first  Duque  de 
Albuquerque,  to  Dona  Mencia  de  Mendoza,  the  younger  daughter 
of  the  second  Marquis  de  Santillana,  who  was  the  oldest  brother  of 
the  Cardinal  Don  Pedro. ^  She  was  therefore  niece  to  the  Cardinal 
Don  Pedro  de  Mendoza,  and  cousin  to  the  Cardinal  Don  Diego 
Hurtado  de  Mendoza. 

Dona  Mencia  de  Mendoza  was  the  first  wife  of  Don  Beltran 
de  la  Cueva.  The  tomb  of  his  second  wife,  in  the  Renaissance  style 
of  architecture  of  the  first  quarter  of  the  sixteenth  century,  is  in  the 
collection  of  the  Hispanic  Society  of  America. 

With  reference  to  the  time  it  might  take  to  complete  the  em¬ 
broidery  of  a  set  of  vestments,  Vasari  offers  useful  information.  Con¬ 
cerning  the  life  of  Antonio  Pollaiuolo,  he  wrote:  “For  San  Giovanni 
in  Florence  there  were  made  certain  very  rich  ecclesiastical  vest¬ 
ments  after  the  design  of  this  master,  two  Dalmatics  namely,  a  Pla- 
neta  or  Chasuble,  and  a  Pluviale  or  Cope,  all  of  double  brocade,  each 
woven  of  one  entire  piece  and  without  seams,  the  bordering  and  or¬ 
naments  being  stories  from  the  life  of  St.  John,  embroidered  with  the 
most  subtle  mastery  of  that  art  by  Paolo  da  Verona,  a  man  most 
eminent  in  his  calling.  .  .  .  This  work  required  twenty-six 
years  for  its  completion.”  ^ 

The  scenes  from  the  life  of  Christ,  on  the  orphreys  of  the  Saint 
Louis  chasuble,  are  in  polychrome  embroidery.  On  the  back  are 
depicted  The  Betrayal,  The  Agony  in  the  Garden,  The  Crucifixion. 
On  the  front,  beneath  the  coat-of-arms  (which  occupies  the  center  of 
one  panel),  are  represented  The  Entombment  and  The  Resurrection. 

1  An  heraldist,  Mr.  R.  T.  Nichol,  of  the  Metropolitan  Museum  of  Art,  New  York,  has 
written  to  me  about  this : 

“Looking  up  the  Cueva  blason  in  Rietstap,  I  found  he  gave  it  essentially  as  yours — but 
with  differences.  Here  it  is  (transl.) — ‘Per  chevron,  1.  Gold,  2  pales  gules;  2.  Vert,  a 
winged  dragon  of  the  1st ;  the  whole  within  a  bordure  gules,  charged  alternately  with  7 
saltires  couped  gold,  &  as  many  escutcheons  of  Mendoza.’ 

“Here  we  have  the  two  coats  permanently  associated  to  record  the  great  Mendoza 
alliance.  You  may  remember  I  told  you  that  impaled  coats  (as  in  your  example)  com¬ 
monly  signified  marriage — ‘baron’  always  dexter,  ‘femme’  always  sinister;  but  that  in 
English  heraldry,  if  there  were  children,  the  coats  were  then  marshaled  quarterly — 1  and 
4  father’s,  2  and  3  mother’s.  I  said  I  was  not  sure  how  far  this  obtained  in  continental 
heraldry.  When  I  read  the  Cueva  entry,  remembering  the  prevalence  of  charged  bordures 
in  Spanish  arms,  it  occurred  to  me  that  this  was  (among  other  things)  their  equivalent 
(and  a  far  preferable  one)  to  the  English  quartering.  If  this  be  so — as  I  tbink  vve  may 
fairly  assume — then  the  date  of  your  coat  is  fixed  with  greater  certainty  to  the  lifetime 
of  the  contractor  of  the  first  alliance — if  I  remember  rightly,  between  1460  and  1492;  the 
coat  as  given  by  Rietstap  being  that  of  his  children  and  descendants.” 

2  Vasari.  Bohn,  Vol.  HI,  229. 
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The  architectural  frame  of  each  picture  is  in  raised  couchings 
of  gold.  Round  arches  with  trefoil  courses  rest  on  Gothic  columns, 
of  which  the  capitals  and  bases  are  in  basket-raised  couching.  The 
scenes  within  are  embroidered  in  vivid  but  harmonious  colors.  Red, 
green,  blue  and  brown  silk  thread ;  each  of  these  in  a  light  and  in 
a  dark  shade;  yellow  silk  thread  and  thread  of  gold.  Thus  nine 
dyes  are  sufficient  for  an  embroidery  delicately  colored  and  shaded. 
Late  Gothic  tapestries  also  show  the  best  results  with  dyes  limited  in 
range;  in  many  cases  to  fourteen  tones. 

The  coloring  of  the  orphreys  on  our  chasuble  is  “cooler”  than 
on  extant  Spanish  paintings  of  the  same  century,  owing  in  part  to 
measures  commonly  taken  to  safeguard  ecclesiastical  vestments  from 
exposure  to  the  light,  in  part  to  the  fact  that  textiles  do  not  have 
repeated  coats  of  varnish  applied  to  them,  as  is  the  case  with  paint¬ 
ings,  which  thereby  gain,  in  the  course  of  centuries,  a  mellow  but  an 
unnatural  brownish  tone. 

The  outer  garments  of  all  the  principal  figures  consist  in  flat 
couchings  of  gold  thread.  Gold  thread  is  also  extensively  employed 
on  each  panel.  Satin  stitching  is  employed  on  the  undergarments  of 
the  figures  and  on  the  landscapes. 

To  present  the  technique  in  a  way  that  will  be  clear,  it  will  be 
necessary  to  analyze  only  one  of  the  scenes,  omitting  mention  of  the 
rest  because  they  are  similar  in  treatment.  Convenient  for  this  pur¬ 
pose  is  the  representation  of  The  Crucifixion  (Fig.  2).  Not  only 
the  outer  garments,  to  which  we  have  referred,  but  also  the  halos  of 
the  figures  and  the  Cross,  are  covered  with  gold,  in  flat  couchings 
attached  to  a  linen  foundation,  in  two  ways.  In  the  case  of  the  outer 
garments,  outlines  and  shading  of  drapery  are  indicated  with  silk 
needlework — blue  for  the  Virgin,  red  for  St.  John — which  after  the 
usual  manner  serves  the  double  purpose  of  identification  and  of 
holding  down  the  gold  threads.  In  the  case  of  the  Cross  and  of  the 
halos,  instead  of  a  free  decoration  by  means  of  colored  silk,  brick 
stitching  is  employed.  The  sun,  the  stars  and  other  details  are  also 
in  flat  couchings  of  gold.  Most  of  the  embroidery  representing  flesh, 
for  which  a  thread  too  finely  split  to  wear  was  customarily  used,  has 
been  worn  down  to  the  linen  foundation;  but  most  of  the  embroidery 
representing  anatomical  details,  for  which  a  heavier  thread  was  used, 
has  been  preserved.  The  definition  and  the  color,  here,  are  so  true 
that  they  resemble  painting. 
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The  conception,  the  design,  the  composition,  the  positive  but 
vital  draughtsmanship,  above  all  the  delicate  coloring  and  the  expert 
needlework,  point  to  no  ordinary  craftsman,  but  to  a  master — cer¬ 
tainly  to  the  atelier  of  a  master.  Master-embroiderers  maintained  a 
high  standard  in  Spain,  as  in  Italy,  in  the  fifteenth  and  sixteenth 
centuries.  The  names  of  a  number  have  come  down  to  us,  thanks  to 
the  researches  of  Riano  and  other  authorities.  Thus  we  know  that 
Juan  Bilbao  worked  at  Burgos  in  the  year  1452.  In  1500,  Gil  Fran¬ 
cesco,  Gabriel  Perez  and  Felicis  de  Vaga  worked  in  Madrid.  Four¬ 
teen  years  later,  in  1514,  Pedro  Burgos,  Marcos  de  Covarrubias,  Ruiz 
Martin  and  Alonzo  Hernandez  were  active  in  Toledo. 

Consummate  experience,  knowledge,  imagination  and  skill  are 
shown  in  the  execution  of  small  as  well  as  of  large  details  on  our 
chasuble.  Heads  are  differentiated;  individuals  are  characterized. 
In  The  Agony  in  the  Garden  (Fig.  3),  the  Christ  is  very  tender; 
St.  Peter,  on  the  other  hand  (who  is  represented  with  a  bald  head), 
robust,  unforgiving,  “the  rock.”  In  The  Crucifixion,  the  Virgin  is 
thoughtful  but  resigned. 

The  art  of  embroidery  in  Spain,  as  many  have  pointed  out,  was 
modified  considerably  in  the  fifteenth  century  by  the  importation 
of  German  and  Italian  embroideries.  Our  example  is  reminiscent 
of  German  art.  A  number  of  the  masterpieces  of  Spanish  embroid¬ 
ery  show  the  same  influence. 

The  Agony  in  the  Garden,  embroidered  on  our  orphreys,  is 
seemingly  derived  from  Schongauer’s  Christ  on  the  Mount  of  Olives 
(B  9)  or  from  some  closely  related  source.  The  broad  head  of  St. 
Peter  in  The  Agony  in  the  Garden,  the  broad  head  of  St.  John  in 
The  Crucifixion,  the  serious  expression  of  the  Virgin  in  the  same 
scene,  and  the  grave  expression  of  the  Christ,  are  reminiscent  of 
Northern  art,  as  may  be  observed  when  we  compare  them  with  the 
Italian  or  French  types. 

If  all  that  has  been  said  in  this  paper  by  way  of  external  evidence 
from  the  coat-of-arms  were  left  out  of  account,  we  could  not  question 
the  period  of  the  orphreys,  because  they  offer  complete  internal  evi¬ 
dence  of  Late  Gothic  workmanship  and  design.  The  coat-of-arms 
is  embroidered  on  a  linen  shield,  which  is  sewed  to  the  orphreys. 
Not  so  the  scenes  from  the  life  of  Christ,  which  are  embroidered  in 
the  linen  backing  of  the  orphreys.  The  Late  Gothic  style  is  shown 
here  in  verticality  of  composition;  in  Gothic  columns  and  trefoils; 
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in  brittle  folds  of  drapery  and  in  the  tender  movement  of  figures;  in 
the  emaciated  Christ;  in  the  combination  of  a  stern  realism  with 
mysticism. 

The  treatment  of  the  backgrounds  is  no  less  characteristic.  An 
Italian  designer  of  this  period  would  have  laid  greater  stress  on  the 
third  dimension.  The  third  dimension  was,  in  painting,  the  most 
revolutionary  issue,  in  Italy,  of  the  Quattrocento.  To  be  sure,  there 
are  many  details  of  interest  in  landscape  backgrounds  of  our  illus¬ 
tration,  meadows,  trees,  fences,  sky,  stars,  moon  and  sun,  and  a  certain 
application  of  linear  perspective;  but  (keeping  in  reserve  transitional 
tendencies)  they  are  in  one  plane  of  representation.  The  figures  are 
in  one  plane  of  representation.  This  is  true  to  Gothic  formula. 

The  transitional  character  of  the  Saint  Louis  orphreys  should, 
however,  not  be  overlooked.  The  progressive  Renaissance  is  in  evi¬ 
dence,  especially  in  The  Crucifixion,  which  approaches  the  classic 
in  design,  akin  to  Perugino.  The  Renaissance  is  announced  by  ample 
and  more  freely  flowing  draperies;  by  the  simplification,  by  the 
spacing  and  by  the  monumental  forms  of  the  figures  of  the  Virgin 
and  St.  John.  Italy  alone  can  have  been  the  source,  at  the  close 
of  the  Middle  Ages,  of  the  strain  of  classic  simplicity  and  harmony 
in  this  scene.  The  Mendoza  family,  represented  in  the  coat-of-arms 
on  our  chasuble,  it  is  well  to  remember,  was  influential  in  bringing 
the  Italian  Renaissance  into  Spain. ^ 

SIR  JOSHUA  REYNOLDS’S  PORTRAIT  OF  MRS.  WET¬ 
LAND  AND  HER  ELDEST  SON  •  BY  MAURICE  W. 
BROCKWELL 

A.MONG  the  pictures  of  the  eighteenth  century  English  school 
in  the  rather  remote  and  therefore  too  little  known  collection 
of  Mr.  and  Mrs.  Charles  P.  Taft  at  Cincinnati,  a  high  place 
must  be  accorded  to  the  Portrait  of  Mrs.  John  Wcyland  and  her 
Eldest  Son. 

Large  numbers  of  highly  important  canvases  by  Gainsborough, 
Turner,  Raeburn,  Hoppner  and  Romney  were,  of  course,  during  the 
decade  that  preceded  the  outbreak  of  the  war  sohl  out  of  English 
private  collections.  Indeed,  many  carefully  selected  specimens  of 
that  moment  of  art-history  hang  in  the  remarkable  frame-house  in 

1  Anuncan  Journal  of  Archeology,  Vol.  XXII,  237. 
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Cincinnati.  However,  this  is  one  of  the  singularly  few  first-rate 
examples  of  the  art  of  Reynolds  to  be  imported  into  this  country 
during  the  period  above  specified.  The  removal  of  our  canvas  from 
England  was  not  noticed  in  the  public  press  at  the  time.  And  its 
existence  was  known  to  very  few  people,  owing  to  its  never  having 
been  exhibited  there  or  engraved. 

Although  many  of  Sir  Joshua’s  pocket-books  have  been  pre¬ 
served,  those  for  1774  and  1775  as  well  as  that  for  1776 — the  year 
in  which  this  picture  was  painted — are  missing.  There  was,  in 
fact,  only  one  record  that  could  have  been  traced  by  the  industrious 
research  worker,  and  that  is  so  brief  that  it  would  mean  little  or 
nothing  to  anyone  who  had  not  both  seen  the  canvas  and  ascertained 
its  pedigree  from  the  family  that  had  owned  it  from  the  moment  it 
was  painted  down  to  the  year  1903.  In  the  absence  of  some  of  Sir 
Joshua’s  pocket-books,  we  can  still  have  recourse  to  his  price  book, 
and  there  we  find  under  the  year  1776  the  entry:  “Mrs.  Weyland. 
March  (part  payment)  £105.”  In  many  cases  such  payments  were 
made  to  Sir  Joshua  by  the  husband  of  the  lady  portrayed.  Nor  does 
it  follow  that  in  the  present  case  the  lady’s  being  an  heiress  varied 
the  arrangement  by  which  the  picture  was  paid  for.  Rather  is  it  to 
be  regarded  as  conclusive  that,  whoever  attended  to  the  merely 
monetary  side  of  the  question,  the  matter  concerned  a  female  por¬ 
trait,  and  that  it  is  the  one  before  us.  It  measures  55  inches  by  44 
inches.  The  canvas  is  thus  a  trifle  larger  than  the  then  stock  size 
for  such  works. 

In  it  Mrs.  Weyland  is  represented  wearing  a  white  silk  dress, 
edged  with  gold  lace,  and  a  gold-toned  sash  with  a  yellowish  blue 
bow  at  her  breast.  Her  hair  is  dressed  high  and  bound  with  a  bluish 
band,  while  a  curl  hangs  down  to  her  left  shoulder.  Turned  to 
the  left  and  apparently  seated  on  a  stool  placed  beneath  a  red  curtain 
gathered  up  to  the  right  above  her  head,  she  holds  by  her  right 
side  her  little  son,  who  half  kneels  as  he  presses  against  her  lap.  He 
would  appear  to  some  to  be  more  than  two  years  of  age  when  the 
portrait  was  painted.  In  the  absence  of  Sir  Joshua’s  pocket-book  for 
1774  we  have  to  fall  back  on  his  price  book,  and  it  is  possible  to 
piece  together  a  list  of  his  sitters  for  that  year.  It  includes  “Miss 
Nourse.”  The  lady  before  us,  nee  Nourse,  had  nearly  two  years 
earlier  become  Mrs.  Weyland,  but  Reynolds’s  entries  were  made  only 
for  himself.  If,  as  seems  likely,  the  entry  referred  in  Sir  Joshua’s 
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mind  to  the  lady  in  this  picture,  her  portrait  would  have  been  begun 
before  the  child  was  born  at  the  end  of  1774.  There  would  be 
obvious  reasons  for  the  rather  unusual  pose,  while  the  completion  of 
the  canvas  with  the  addition  of  the  child  two  years  later  would  lend 
added  interest  to  it. 

Reynolds  perhaps  unconsciously  followed  many  of  the  Italians 
who  painted  and  carved  the  Infant  Christ  as  symbolically  over¬ 
large,  and  so  in  mere  portraiture  he  was  apt  to  overstate  the  age  of 
a  child.  It  is,  in  fact,  a  distinguishing  characteristic  of  the  whole 
of  the  English  school  of  his  day.  Nude,  but  for  a  loose  white  drap¬ 
ery,  and  with  fair  hair,  little  John  Weyland  the  3rd — for  such  he 
is — raises  his  right  hand  in  the  direction  of  the  open  casement  be¬ 
hind.  Through  it  we  have  a  peep  of  undulating  landscape.  In  the 
foreground  to  the  left  lies  a  bulldog.  Treated  somewhat  genetically, 
and  subordinated  to  the  general  design,  this  dog  contrasts  with  those 
in  other  works  by  Sir  Joshua.  Reynolds  often  included,  if  he  did 
not  even  “feature,”  dogs  in  pictures  of  children.  Of  such  treatment 
the  “Miss  Bowles,”  in  the  Wallace  Collection,  is  the  popular  ex¬ 
emplar. 

We  possess  a  vast  amount  of  biographical  data  regarding  the 
Weyland  family,  whose  name  signifies  “Wet  lands.”  As  early  as  the 
time  of  Edward  I  they  held  large  possessions  with  the  manors  of 
Wigenhalls,  Oxburgh,  Garboldisham  and  Shipden  in  the  County  of 
Norfolk.  We  know  that  Sir  Thomas  de  Weyland,  who  was  living 
in  1276  but  d.  s.  p.,  gave  to  Ralph,  Prior  of  Wodebridge — as  it  was 
then  called — in  Suffolk  a  piece  of  meadow-land,  a  mill  and  two 
shillings  rent  for  the  souls  of  his  near  relatives,  while  the  Prior  on 
his  part  covenanted  to  find  a  canon  to  pray  for  them  in  his  conventual 
church.  Another  fate,  however,  awaited  his  nephew  Sir  Thomas 
de  Weyland,  who  was  Lord  Chief  Justice  of  England  but  who  was 
forced  to  abjure  the  realm,  17  Edward  1  (1290),  when  his  estates 
were  confiscated  to  the  Crown  on  the  plea  of  not  duly  administering 
justice  in  his  exalted  function.  In  3  Edward  I,  this  unjust  Judge’s 
second  brother.  Sir  Nicholas  de  Weyland,  was  lord  of  the  manor 
of  Garboldisham  and  had  a  leet;  in  12  Edward  II  he  received  con¬ 
firmation  of  the  weekly  mercate  or  fair,  and  on  the  12th  day  of  May 
in  the  following  year  he  had  a  grant  of  another  fair,  as  well  as  free- 
warren  in  all  his  “demeans,”  together  with  assize  of  bread  and  beer, 
gallows,  pillory,  tumbrell,  weyf  and  stray,  all  of  which,  as  we  read. 
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“bespeak  this  town  of  Garboldisham  to  have  been  in  that  age  a  place 
of  consequence  capable  of  great  reception.” 

It  were  idle  to  review  in  any  detail  the  fortunes  of  the  Wey- 
land  family  between  those  picturesque  days  and  the  time  of  Mark 
Weyland,  who  was  “an  eminent  merchant  in  London”  and  was, 
four  months  before  his  death  on  April  7,  1742,  chosen  one  of  the 
twenty-four  Directors  of  the  Bank  of  England.  His  eldest  son,  John 
Weyland  of  Woodrising,  County  Norfolk,  was  also  a  Director  at  the 
time  of  his  death  in  1767.  In  turn  his  son  and  heir,  John,  was  born 
March  24,  1744,  and  on  December  31,  1772,  married  Elizabeth 
Joanna  (mistakenly  rendered  “Johanna”  by  Burke),  daughter  and 
co-heir  of  John  Nourse  of  Woodeaton,  County  Oxon.  By  his  mar¬ 
riage  to  this  lady,  whose  features  are  before  us,  the  Woodeaton 
estates  passed  to  the  Weylands.  He  had  by  her  three  sons  and  six 
daughters.  The  eldest  of  these  was  John,  the  semi-nude  child  seen 
here,  who  was  born  December  4,  1774.  He  would  thus  be  less  than 
two  years  of  age  when  Sir  Joshua  was  at  work  on  this  canvas  in 
1776.  On  March  12,  1799,  he  married  Elizabeth,  daughter  and 
heir  of  Whilshed  Keene,  of  Richmond,  M.P.  for  Montgomery, 
which  lady  died  on  April  30,  1845.  He  had  died  on  a  date  un¬ 
known,  predeceasing  his  wife  and  leaving  no  issue.  It  is  clear  that 
this  portrait,  together  with  the  Woodrising  and  Woodeaton  estates 
of  the  two  families  passed  to  our  small  boy’s  third  brother,  Richard, 
a  Major  in  the  i6th  Light  Dragoons,  with  which  he  served  in  the 
Peninsular  War  and  at  Waterloo.  Major  Weyland  was  succeeded 
in  1864  in  the  estates,  as  well  as  in  the  ownership  of  this  picture, 
by  his  elder  son  John.  In  turn  his  elder  son  John  Weyland,  whom 
we  refer  to  as  John  the  5th,  died  in  early  manhood.  Thus  the 
estates  and  the  family  pictures  were  inherited  by  Captain  Mark 
Ulick  Weyland,  his  younger  brother,  of  Woodrising  and  formerly 
of  Woodeaton.  Eventually,  in  1903,  he  sold  this  remarkable  portrait 
group  privately. 

Hung  in  the  house  for  which  it  had  been  painted  and  well 
cared  for  for  four  generations,  it  is  to-day  in  an  unusually  fine 
state  of  preservation.  One  is  attracted  by  the  picture  and  will 
observe,  but  not  perhaps  at  first  glance,  the  pentimenti  in  the  paint¬ 
ing  of  the  lady’s  left  hand,  which  is,  in  fact,  the  aesthetic  as  well  as 
the  actual  center  of  the  well-knit  composition.  Sir  Joshua  evidently 
intended  at  first  to  represent  the  hand  as  grasping  the  gauzy  drapery. 
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But  as  he  worked  on  and  saw  his  scheme  unfold,  he  changed  his  mind. 
To-day  we  can  follow  his  altered  brushwork  in  the  thumb  and  fore¬ 
finger.  Indeed,  it  is  such  details  that,  taken  together  with  the  whole 
work,  establish  it  as  absolutely  autograph.  One  does  not,  of  course, 
wonder  that  it  is  not  signed,  for  there  was  no  special  reason  why 
it  should  be,  and  Sir  Joshua’s  signature  is  found  not  more  than 
half  a  dozen  times. 

It  belongs  to  the  early  moment  of  our  artist’s  period  of  full 
maturity.  By  1774  Reynolds  had  been  President  of  the  Royal  Acad¬ 
emy  si.x  years.  In  that  year  he  exhibited  thirteen  canvases  at  the 
Academy  and  among  them  were  the  Three  Ladies  Adorning  a  Term 
of  Hymen  (now  in  the  National  Gallery,  London),  one  of  his  many 
portraits  of  his  favorite  sitter,  Maria  Walpole,  Duchess  of  Glou-  . 
cester,  and  one  of  her  daughters,  the  Princess  Sophia.  Among  the 
twelve  shown  by  him  in  1775  were  such  outstanding  examples  as  the 
Countess  of  Harrington,  the  Countess  of  Dysart,  the  Lady  Cockburn 
with  her  three  children  (now  at  Trafalgar  Square),  the  Duchess  of 
Gordon,  Miss  Mary  Horneck  and  Mrs.  Sheridan. 

In  1776,  the  year  in  which  this  picture  was  painted,  the  Presi¬ 
dent  sent  in  thirteen  canvases  for  exhibition.  In  the  catalogue  for 
that  year  we  note  the  names  of  the  Duchess  of  Devonshire  and 
Master  Crewe,  as  well  as  the  Samuel  which  (wdth  nineteen  other 
works  by  Sir  Joshua)  w^as  burnt  at  Belvoir  in  1816.  To  the  same 
exhibition  went  also  the  Master  Herbert  as  the  Infant  Bacchus  w'hich 
was  “engraved  w’ith  leopards,  but  when  cleaned  lions  appeared  1’’ 
Walpole  described  the  Lord  Temple  of  the  same  year  as  “the  finest 
portrait  Reynolds  ever  painted.”  Indeed,  these  w'dl-wTOught  por¬ 
traits  of  outstanding  historical  characters  not  only  marked  the  mo¬ 
ment  of  great  artistic  achievement,  but  have  in  our  own  time,  w’hen 
exhibited  as  works  by  the  Old  Masters,  held  their  owmi  for  distinction 
and  familiar  setting.  As  early  as  1776  he  had  not  been  unfortunate 
enough  to  use  perishable  materials  in  his  efforts  to  solve  the  problems 
bound  up  in  the  secrets  of  the  Italian  old  masters.  A  decade  later, 
how'cver,  he  often  out  of  scientific  curiosity  employed  chemical  ad¬ 
mixtures  that  have  brought  about  the  ruin  of  such  enterprises. 

We  here  see  Reynolds  in  one  of  his  great  triumphs  as  a  painter 
of  innocent,  ingenuous  childhood  and  of  the  beauty  and  gracefulness 
of  w’omanhood. 
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TWO  PORTRAITS  BY  BLACKBURN  •  BY  LAWRENCE 
PARK 


IN  the  “Columbian  Centinel,”  a  Boston  newspaper  long  since  de¬ 
funct,  there  appears,  under  the  dates  of  August  9  and  13,  1817, 
an  advertisement  of  an  auction  to  be  held  on  the  latter  date  of 
certain  paintings  “at  the  residence  of  Mrs.  Scott,  Beacon  St.,  late 
Mansion  of  Gov.  Hancock.”  Among  these  pictures,  that  numbered 
16  on  the  list  is  called  “An  Original  Portrait  of  General  Amherst 
by  J.  Blackburn”  (Fig.  i).  Mrs.  Scott  was  the  remarried  widow 
of  John  Hancock  and  the  portrait  was  probably  inherited  by  her 
first  husband  from  his  uncle,  Thomas  Hancock,  the  wealthy  Boston 
merchant  who  furnished  the  commissary  supplies  for  the  British 
“army  during  the  siege  of  Louisburg  in  1758  at  which  Amherst  dis¬ 
tinguished  himself.  This  portrait,  after  an  ownership  in  Canada  for 
a  century,  has  recently  been  added  to  the  collection  of  Herbert  L. 
Pratt,  Esq.,  of  Glen  Cove,  Long  Island,  and  through  Mr.  Pratt’s 
courtesy  is  here  for  the  first  time  reproduced. 

The  artist  of  this  portrait  presents  one  of  the  most  baffling 
mysteries  in  the  history  of  early  art  in  this  country.  Were  it  not 
for  the  fact  that  his  signature  appears  upon  some  of  his  canvases,  it 
is  doubtful  if  his  name  would  have  survived,  for  no  contemporary 
record  of  him  has  yet  been  found  and  the  question  of  whence  he 
came  and  whither  he  went  remains  unanswered.  The  writer  has 
inspected  sixty-seven  of  his  works,  and  of  this  number  thirty-five 
bear  the  signature  “I.  Blackburn.”  As  I  and  J  were  in  his  day 
interchangeable,  it  is  impossible  to  tell  which  of  these  two  letters 
represents  the  initial  of  his  baptismal  name.  Mr.  H.  W.  French,  who 
published  in  1879  ^  book  on  “Art  and  Artists  in  Connecticut,”  refers 
to  him  as  Jonathan,  with  B  as  the  initial  of  a  middle  name,  and  it  is 
thus  that  his  work  has  since  been  generally  labeled  and  catalogued. 
While  Jonathan  may  have  been  his  name  I  have  found  nothing  to 
prove  it.  Mr.  French  makes  the  statement,  which  we  have  seen  is 
not  borne  out  by  the  facts,  that  he  signed  “almost  all  of  his  pictures  ‘J. 
B.  Blackburn,’  ”  and  in  his  zeal  to  give  him  a  Connecticut  origin 
tries  to  convince  himself  that  he  was  the  son  of  an  itinerant  painter 
in  that  state.  Dunlap,  writing  in  1834,  dismisses  Blackburn  with  two 
lines,  and  cautiously  refrains  from  giving  him  a  Christian  name. 
Tuckerman,  thirty  years  later,  speaks  of  him  as  a  visiting  foreigner. 
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The  earliest  date  found  upon  a  portrait  by  him  is  1754,  and  the 
latest  1761,  and  the  eight  years  included  within  these  two  dates  may 
be  fairly  assumed  to  cover  the  period  of  his  sojourn  in  this  country. 
This  earliest  date  appears  upon  the  portrait  of  Mrs.  David  Chese- 
brough  (Fig.  2)  in  the  collection  of  the  Metropolitan  Aluseum  of 
Art  in  New  A^ork.  This  picture  shows  that  Blackburn  arrived  here 
with  a  finished  style,  and  his  work  dated  seven  years  later  bears 
witness  that  this  style  changed  but  little  while  he  remained  in  the 
country.  Unlike  Smibert  and  Pelham,  he  seems  not  to  have  identi¬ 
fied  himself  in  any  way  with  his  new  surroundings.  He  apparently 
bought  no  property,  associated  himself  with  no  church,  involved 
himself  in  no  legal  entanglements,  and  one  finds  no  reference  to  wife 
or  children,  yet  judging  from  the  social  position  of  his  sitters  he 
must  have  been  more  or  less  familiar  with  the  best  that  New  England 
had  to  offer.  One  can  only  surmise  from  his  name  that  he  was  of 
lowland  Scotch  birth  or  ancestry  and  from  his  work  that  he  was 
English  taught,  but  in  view  of  the  fact  that  no  picture  has  appeared 
in  England  with  a  Blackburn  attribution  painted  either  before  1754 
or  after  1761,  nor  yet  any  engraving  found  in  that  period  bearing 
his  name  as  the  artist,  the  mystery  of  his  identity  deepens.  A  tradi¬ 
tion  associated  with  Mrs.  Chesebrough’s  portrait  and  that  of  her  sis¬ 
ter  is  that  they  were  both  painted  in  New'  A^ork,  and  this,  if  true, 
points  to  that  city  as  the  port  at  which  he  first  landed.  His  stay  there 
must,  however,  have  been  short,  for  in  1755  and  in  each  of  the  six 
subsequent  years  he  was  painting  portraits  in  Boston,  and  during 
portions  of  the  last  three  he  worked  in  Portsmouth,  New  Hampshire. 
Then  he  completely  disappears  and  the  suggestion  which  has  been 
made  that  the  increasing  excellence  of  Copley’s  work  caused  Black¬ 
burn  to  leave  the  country  may  be  not  without  truth. 

From  certain  resemblances  in  treatment  and  pose  and  in  the 
method  of  painting  costume  his  work  occasionally  suggests  that  of 
Thomas  Hudson  (1701-1779),  who  gave  Reynolds  his  first  instruc¬ 
tion  and  whose  best  canvases  by  no  means  deserve  tlie  unfavorable 
criticism  which  it  has  been  the  custom  to  make  of  them.  Still  more 
docs  it  recall  much  of  the  work  of  Joseph  Highmore  (1692-1780)  in 
a  certain  feeling  of  French  influence  which  is  lacking  in  Hudson’s 
work.  Highmore’s  portrait  of  Samuel  Richardson,  hanging  in  the 
National  Portrait  Gallery  in  London,  might  well  have  been  painted 
by  Blackburn,  so  vividly  does  it  suggest  Blackburn’s  portraits  of 
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James  Pitts  and  Penning  Wentworth.  His  sitters,  however,  show 
more  refinement  than  the  majority  of  the  people  whom  these  two 
Englishmen  painted,  and  look  like  what,  for  the  most  part,  they 
were,  the  members  of  the  New  England  aristocracy — rich  nabobs  of 
commerce,  with  their  wives  and  sons  and  daughters,  and  a  sprinkling 
of  landed  proprietors,  governors,  judges  and  gentlemen  of  leisure — 
the  Apthorps,  Bowdoins,  Bethunes,  Ervings,  Faneuils  and  Phillips’ 
of  Boston  and  the  Atkinsons,  Cutts’,  Warners  and  Wentworths  of 
Portsmouth.  Generally  speaking,  however,  his  portraits,  although 
sincere  and  dignified,  are,  like  much  of  the  product  of  this  school, 
uninspired.  While  considerably  bound  by  its  traditions,  he  never¬ 
theless  often  shows  unexpected  freedom  in  the  originality  and  variety 
of  his  poses,  more  freedom,  Copley  and  Charles  Willson  Peale  ex¬ 
cepted,  than  any  other  painter  working  in  this  country  before  the 
Revolution,  but  his  sitters  as  a  rule  probably  posed  only  for  the 
head,  the  figure,  costume  and  accessories  being  usually  painted  from 
the  lay  figure  and  studio  property.  Following  a  common  custom  in 
this  and  earlier  periods  and  habitually  adopted  by  Sir  Peter  Lely,  he 
frequently  shows  his  sitter  with  the  face  slightly  averted,  but  with  the 
eyes  directed  toward  the  spectator,  a  pose  which,  in  the  case  of  his 
portraits  of  young  women,  is  apt  to  produce  an  effect  of  amusing  coy¬ 
ness  which,  although  affected,  is  often  attractive.  On  his  drawing  of 
the  hands  he  evidently  rather  prided  himself,  for,  unlike  many  of  his 
contemporaries,  he  seldom  took  pains  to  conceal  them.  They  too 
were  doubtless  usually  not  painted  from  the  life,  and  although  not 
always  drawn  with  anatomical  correctness,  are  generally  graceful 
and  well  done.  He  was,  in  his  portraits  of  women,  particularly  fond 
of  introducing  pearls,  which  glisten  in  their  dark  hair,  encircle  their 
necks  or  stretch  across  their  breasts  in  festooned  ropes.  In  his  treat¬ 
ment  of  costumes  he  betrays  an  almost  feminine  fondness  for  laces 
and  satins  and  at  his  best  these  are  drawn  with  a  startling  verisimili¬ 
tude.  No  Dutchman  ever  painted  lace  with  greater  minuteness  of 
detail,  and  one  is  sometimes  impressed  with  the  feeling  that  he  was 
more  interested  in  delineating  the  folds,  texture  and  sheen  of  the 
satin  than  in  obtaining  a  likeness.  His  portraits  of  men  are  more 
studied  and  much  more  convincing  in  the  analysis  of  character  than 
those  of  his  women,  and  that  of  Thomas  Amory,  painted  in  1760, 
when  compared  with  Copley’s  portrait  of  the  same  man  painted 
about  fourteen  years  later,  shows,  allowing  for  the  difference  in  the 
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sitter’s  age,  that  his  portraits  of  men  at  least  may  be  relied  upon  as 
truthful  likenesses. 

It  is  somewhat  difficult  to  say  just  how  much  effect  his  work 
had  upon  that  of  his  native  contemporaries  and  those  who  followed 
him.  Decidedly  this  influence  was  felt  by  Copley,  then  in  his  for¬ 
mative  period,  and  several  portraits  of  Copley’s  bear  such  close 
resemblance  to  Blackburn’s  work  that  it  is  no  easy  task  to  attribute 
them  correctly,  while  Blackburn’s  charming  portrait  of  Miss  Polly 
Warner  looks  so  much,  in  many  of  its  details,  like  an  early  Copley, 
that  it  might  well  pass  as  the  work  of  that  artist,  as  indeed  for  many 
years  it  has,  in  spite  of  the  fact  that  it  bears  Blackburn’s  signature. 
Surely  from  no  one  but  Blackburn  could  Copley  have  acquired  his 
skill  in  painting  silks  and  satins. 

Amherst  arrived  in  Boston  from  Louisburg  on  September  14, 
1758,  in  the  ship  Captain  and  “was  received  and  congratulated,”  says 
the  contemporary  newspaper  account,  “with  the  Respect  and  Esteem 
due  to  so  brave  a  Commander.  The  Guns  at  Castle  William  and 
those  on  the  Batteries  in  this  Town  and  at  Charlestown  w^ere  dis¬ 
charged  on  this  Occasion  and  the  Bells  of  the  Town  were  rung:  in 
the  Evening  there  was  Bonfires  and  a  great  variety  of  Fire-works 
play’d  off.  Between  30  and  40  Transports  which  came  out  under 
Convoy  of  the  Captain  Man  of  War  are  also  arrived,  having  on 
board  the  2d  Battalion  of  Royal  Scots,  General  Forbes’s,  Lascelles’s, 
and  Webb’s  Regiments,  and  also  Fraser’s  Highlanders;  they  arrived 
here  in  good  Health,  and  were  all  disembarked  on  Thursday  Morn¬ 
ing  and  encamped  on  the  Common,  and  on  Saturday  Morning  (17 
September)  they  decamped  and  proceeded  on  their  march  for  Lake 
George.”  Amherst  set  out  from  New  York  for  Boston  on  October 
15th  following  and  on  November  2d  set  sail  from  Cape  Ann  for 
Halifax.  Two  days  after  his  departure  a  vessel  reached  Boston  from 
England  bringing  his  commission  as  commander-in-chief  of  His 
Majesty’s  forces  in  North  America.  Mr.  Pratt’s  picture  was  thus 
evidently  painted  either  in  the  three  days  of  September  that  Amherst 
passed  in  Boston  or  more  probably  during  his  second  visit  in  the  last 
two  weeks  of  the  following  month. 

He  is  shown  wearing  a  red  coat  and  waistcoat,  both  with  brass 
buttons,  and  the  coat  with  black  lapels  and  cuffs.  A  black  cocked 
hat,  trimmed  with  silver  bullion  and  a  large  black  cockade  fastened 
with  a  silver  button,  rests  jauntily  upon  his  light  hrown  hair,  which 
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is  tied  in  a  queue,  with  one  end  of  the  black  queue  bow  falling  care¬ 
lessly  over  the  left  shoulder.  About  the  neck  is  a  white  neckcloth, 
and  ruffles  are  shown  at  his  wrist.  The  complexion  is  ruddy  and  the 
small  eyes  are  blue.  The  background  is  composed  of  warm  tones 
of  browns  and  olives.  The  pose  is  dignified  and  the  expression 
supercilious,  with  a  suggestion  of  cruelty  lurking  about  the  eyes. 
It  is  one  of  the  best  examples  of  portraiture  painted  in  America  prior 
to  1760  that  I  know  of — an  excellent  piece  of  simple,  straightfor¬ 
ward  workmanship,  and  although  the  reproduction  conveys  this  im¬ 
pression  it  naturally  fails  to  give  a  just  idea  of  the  brilliantly  deco¬ 
rative  qualities  of  the  picture.  The  canvas  measures  31^  inches 
in  height  and  26  inches  in  width  and  is  signed  in  the  lower  left 
corner  with  the  artist’s  customarily  minute  signature  I.  Blackburn 
Pinxit  1758.  It  thus  antedates  by  seven  years  Reynolds’  first  por¬ 
trait  of  Amherst,  by  ten  years  the  second  portrait,  and  by  about 
sixteen  years  that  by  Gainsborough,  and  shows  him  at  the  age  of 
forty-one  and  at  the  height  of  his  career.  The  fact  that  this  distin¬ 
guished  visitor  to  Boston  had  his  likeness  drawn  by  Blackburn  is 
probably  not  without  significance,  as  showing  the  relative  rank  of 
the  artist  at  this  time. 

Amherst’s  career  may  be  so  easily  investigated  by  those  who  are 
interested  in  it  that  it  is  only  necessary  within  the  limits  of  this 
article  to  give  a  few  of  its  important  facts.  He  was  born  in  England 
in  the  county  of  Kent  in  1717  and  after  a  series  of  promotions  was 
selected  in  1758  by  Pitt  to  command  the  expedition  which  had  for 
its  purpose  the  British  conquest  of  the  French  possessions  in  North 
America.  The  expedition  sailed  in  May  and  Louisburg  surrendered 
in  July.  In  the  following  July  Amherst  captured  Fort  Ticonderoga 
and  in  September,  1760,  aided  by  two  other  armies,  he  accomplished 
the  fall  of  Montreal.  He  was  at  once  appointed  Governor-General 
of  British  North  America.  He  returned  to  England  in  1763  and 
in  1776  was  created  Baron  Amherst.  He  refused  an  earldom  in 
1795,  but  this  title  was  subsequently  granted  to  Amherst’s  nephew 
and  heir.  He  died  at  Montreal,  his  seat  in  Kent,  in  1797,  and  the 
towns  of  Amherst  in  Nova  Scotia,  Massachusetts  and  New  Hamp¬ 
shire,  and  a  county  in  Virginia,  of  which  colony  he  was  at  one  time 
governor,  perpetuate  his  name  on  this  continent. 

Mrs.  David  Chesebrough,  the  subject  of  the  other  portrait  here 
reproduced,  was  Margaret,  daughter  of  Brinley  Sylvester  of  South- 
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old  and  Sylvester  Manor,  Long  Island,  by  his  wife  Mary  Burroughs, 
and  she  was  born  December  ii,  1719.  On  October  8,  1749,  she  be¬ 
came  the  second  wife  of  David  Chesebrough  (1702-1782),  a  mer¬ 
chant  of  Newport,  Rhode  Island,  who,  because  of  his  wealth  and 
prominence,  was  locally  known  as  “King  David.”  During  the  Revo¬ 
lution  he  removed  to  his  native  town  of  Stonington,  Connecticut,  and 
his  death  there  on  February  27,  1782,  was  followed  by  that  of  his 
wife  in  exactly  a  month’s  time. 

Her  portrait,  which  measures  49%  inches  in  height  by  40^4 
inches  in  width,  signed  and  dated  I.  Blackburn  Pinxif  1754,  depicts 
her  in  a  bluish  green  silk  dress  with  low  neck  and  short  sleeves,  both 
neck  and  sleeves  being  trimmed  with  white  lace.  At  her  breast  is 
a  bow  of  lavender  pink  ribbon,  and  this  color  is  repeated  in  another 
ribbon  which,  encircling  her  waist,  is  tied  in  a  bow  at  her  right  side. 
Her  dark  brown  hair  is  brushed  back  from  a  high  forehead  and  worn 
in  curls  at  the  back  of  her  neck,  and  her  dark  blue  eyes  are  directed 
to  the  spectator.  A  fountain  gushes  from  an  opening  in  the  pedestal 
upon  which  her  left  arm  rests,  and  over  the  pedestal  creeps  a  slender 
vine.  The  background,  with  a  sunset  sky,  distant  cedar  trees  and 
at  the  left  the  trunk  of  a  large  tree  with  clusters  of  vines,  is  typical. 
The  pose  is  dignified  and  stately  and  the  picture  is  a  well-balanced 
composition,  full  of  grace  and  charm,  and  decorative  effect.  It  is 
almost  identical  in  pose  and  costume  with  Blackburn’s  portrait  of 
.M  rs.  William  Greenleaf  which  was  painted  in  17157. 


TWO  PORTRAIT  HEADS  BY  CLAESZ  PIETERSZ  BER- 
CHEM  •  BY  G.  FRANK  MULLER 

AS  many  writers  are  devoted  to  art  history  and  most  painters 
of  note  have  their  special  biographers  and  eulogists,  it  seems 
odd  that  so  many-sided  a  master  as  Berchem  has  not  been  a 
temptation  to  more  comprehensive  investigation.  Among  the  galaxy 
of  Dutch  painters  of  the  seventeenth  century  whose  work  exhibits  a 
wf)nderful  versatility,  he  has  not  as  yet  received  liis  full  measure  of 
appreciation. 

Cdaesz  Pietersz  Bcrchem,  Bcrghcm  or  Berrighem  was  baptized 
in  Haarlem,  October  i,  1620,  the  son  of  Ihetersz  C'laesz,  a  painter  of 
still-life  of  considerable  merit,  from  whom  lie  received  his  first 
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instruction  in  art.  He  also  studied  with  Moeyaert,  de  Grebber,  Wils, 
Weenix  and  perhaps  Van  Goyen.  It  is  assumed  that  he  adopted  the 
name  of  Berchem  from  the  home  town  of  his  father,  Berghem  in 
Brabant,  whence  the  latter  fled  in  consequence  of  religious  perse¬ 
cution.  After  a  long  career  of  astonishing  activity  and  fecundity 
he  died,  February  i8,  1683,  and  is  buried  in  the  Wester  Kerk,  Am¬ 
sterdam. 

There  is  no  influence  of  Van  Goyen  visible  in  any  of  his  work 
and  his  having  studied  with  this  master  is  mere  conjecture,  but  many 
of  his  early  productions  show  groups  of  figures  in  the  manner  of 
Moeyaert,  while  of  all  his  preceptors  the  influence  of  Jan  Baptiste 
Weenix  is  paramount.  Especially  in  his  first  period  are  we  aware 
of  an  excess  of  reds  and  yellow-ochre  so  dear  to  the  heart  of  Weenix, 
while  certain  of  his  Italian  harbor  scenes  are  clearly  influenced  by 
this  painter.  The  burnished  coppery  tone  prevailing  in  his  color 
schemes  he  gradually  transformed  into  a  silvery  quality  in  his  later 
or  final  manner.  Like  his  contemporary  Aelbert  Cuyp,  he  included 
the  entire  range  of  pictorial  representation  in  his  art  and  developed 
a  fluent  technique  and  a  nicety  of  execution  which  has  seldom  been 
surpassed.  He  must  have  made  a  lengthy  sojourn  in  Italy,  since  the 
subjects  of  nearly  half  of  his  extant  works  represent  Italian  pastoral 
scenes  with  domestic  animals,  hunting  and  hawking  parties,  as  well 
as  seaports  and  smugglers’  rendezvous.  While  these  pictures  form 
the  bulk  of  his  work  and  were  undoubtedly  painted  to  satisfy  a 
popular  demand  for  that  kind  of  thing,  I  wish,  nevertheless,  to  call 
attention  particularly  to  two  finely  painted  heads  in  this  country 
which  represent  a  phase  of  his  art  that  is  but  little  known. 

Both  of  these  heads  are  of  St.  Peter,  of  which  the  earlier  (Fig.  i ) 
has  been  in  the  possession  of  Dr.  John  E.  Stillwell  of  New  York 
City  for  many  years;  it  was  secured  in  the  ’nineties  in  Vienna  and  is 
reported  to  have  been  owned  for  many  years  previously  by  a  Scotch 
family.  It  represents  the  Saint  as  coarse,  unkempt,  aged  and  rugged; 
a  man  of  the  people,  with  hands  piously  folded,  looking  expectantly 
into  space.  He  clasps  a  cord  from  which  a  key  is  suspended  and  is 
clad  in  a  brown  suit  with  a  dark  green  mantle.  The  tips  of  a  white 
collar  show  under  his  shaggy,  yellowish  beard,  and  his  copper- 
colored  hair  sparsely  covers  the  top  of  his  head.  The  picture  is 
life  size  and  is  painted  on  panel,  24!^  inches  high  by  inches 
wide,  signed  and  dated  1644  over  the  right  shoulder.  It  is  one  of 
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the  artist’s  earliest  works  and  already  exhibits  young  Berchem  at 
the  age  of  twenty-four  as  a  master  draughtsman  and  an  accomplished 
technician. 

The  second  example  (Fig.  2),  now  in  the  Chicago  Art  Institute, 
represents  a  later  period  of  his  art  wherein,  like  most  painters  of 
the  time,  Berchem  came  under  the  influence  of  Rembrandt,  and 
shows  the  aged  St.  Peter  leaning  forward,  his  head  bowed  as  though 
in  fervent  prayer.  It  is  a  mature  work  in  golden  yellows  and  deep, 
rich  browns  of  soft  velvety  quality,  and  in  the  concentration  of  light 
on  the  bald  head  and  the  masterly  foreshortened  features  recalls  the 
finer  works  in  the  manner  of  the  master  painter  of  Leyden.  It  is  on 
canvas,  30^4  inches  high  by  2334  inches  wide,  is  fully  signed  and 
was  during  most  of  the  last  century  in  the  Muijser  Collection  at  The 
Hague. 

Berchem  also  painted  full-length,  life-size  figures,  one  of  which. 
The  Shepherdess,  signed  and  dated  1648,  is  in  the  Royal  Picture 
Gallery  at  The  Hague.  Apart  from  this,  a  portrait  said  to  be  in 
the  Gatchina  Palace  near  Petrograd  and  one  in  private  possession 
in  England,  none  but  the  two  described  herein  have  been  traced, 
but  there  is  a  strong  likelihood  that  many  more  exist,  masquerading 
under  other  names,  for  a  brush  so  capable  in  the  delineation  of  the 
human  countenance  could  hardly  have  produced  so  little,  even  allow¬ 
ing  for  losses.  A  full-length  portrait  of  a  young  man  with  wide- 
brimmed  hat  with  a  landscape  background  by  Jan  Van  der  Heyden, 
in  the  sale  of  H.  Houck  at  Amsterdam  in  1895,  is  by  some  critics 
regarded  as  a  self  portrait. 

His  popularity  has  always  been  great.  Smith’s  Catalogue  Rai- 
sonne  from  1829  to  1837  and  the  Supplement  of  1842  list  four  hun¬ 
dred  and  twenty  paintings,  while  to-day  six  or  seven  hundred  paint¬ 
ings,  as  well  as  many  drawings  and  etchings  from  his  hand,  can  be 
accounted  for.  Among  his  productions  are  found  purely  pastoral 
Dutch  scenes  like  the  landscape  with  cattle,  shepherds  and  a  barn 
in  the  Dresden  Gallery;  figure  subjects,  as  for  instance  Vertumnus 
and  Pomona  in  the  Brunswick  Ducal  Museum  and  the  Othello  and 
Desdemona  in  the  Six  Collection  at  Amsterdam.  Italian  landscapes 
were  his  favf)rite  themes,  and  there  are  many  examples  in  both  public 
and  private  galleries.  In  the  Rijks  Museum  at  Amsterdam  is  a  fine 
winter  scene  with  skaters,  also  a  landscape  background  and  a  dog 
in  the  portrait  group  painted  in  collaboration  with  Gerard  Don. 


The  portraits  in  this  canvas  are  said  by  some  critics  to  represent 
Berchem  and  his  wife,  but  are  generally  known  as  the  portraits  of 
Bourgmestre  P.  A.  Van  der  Werff  and  wife.  Mythological  subjects 
were  not  so  much  to  his  taste,  and  in  them  he  failed  to  come  up  to 
his  standard.  His  painting  of  animals,  however,  is  masterly  and  he 
is  known  to  have  painted  figures  for  Jacob  Ruysdael,  Everdingen  and 
others. 

At  the  height  of  his  popularity  he  probably  yielded  to  great 
pressure  of  popular  demand  and  repeated  many  of  his  favorite  Italian 
scenes  with  slight  variations;  thus  the  decorative  side  of  his  work 
is  frequently  more  emphasized  than  the  realistic,  in  the  sense  that 
his  cows,  sheep  and  other  animals,  as  well  as  his  figures,  are  too 
sleek,  and  the  finish  of  his  paintings  toward  his  last  period  already- 
smacked  of  that  decadence  which  was  fast  overtaking  the  Dutch 
School  in  the  last  quarter  of  the  seventeenth  century. 


FOUR  FIGURE  PICTURES  BY  GEORGE  FULLER  •  BY 
FREDERIC  FAIRCHILD  SHERMAN 

IN  1843  George  Fuller  wrote  from  his  Deerfield  farm  to  Henry 
Kirke  Brown,  then  in  Italy,  “I  have  concluded  to  see  nature  for 
myself,  through  the  eye  of  no  one  else.”  It  may  have  been  a 
decision  forced  upon  him  by  circumstances  that  denied  familiarity 
with  the  visions  of  other  painters,  but  it  was  no  less  a  wise  one  and 
resulted  eventually  in  his  creating  a  kind  of  picture  distinctively  dif¬ 
ferent  from  those  with  which  the  public  was  already  acquainted. 

He  may  have  underestimated  the  value  of  technic,  for  certainly 
time  has  made  havoc  with  much  that  he  did,  but  even  when  he  wrote 
from  Italy  (whither  he  went  in  i860  to  study  the  old  masters)  that 
it  pleased  him  “to  see  how  the  old  fellows  went  at  their  subject  to 
tell  their  story,  and  how  scumbling,  light  and  dark  shadows,  took 
care  of  themselves,”  he  added,  “Yes,  and  drawing,  too,  not  that  these 
things  are  less  important,  but  that  something  is  more.”  The  some¬ 
thing  to  which  he  alluded  was  unquestionably  the  idea,  the  subject 
of  the  picture,  which  to  him  as  to  all  of  us  constitutes  its  real  signifi¬ 
cance  and  which,  to  borrow  a  phrase  from  the  idiom  of  the  theatre, 
an  artist  must  “get  over,”  or  make  the  observer  fully  realize,  if 
his  work  is  to  serve  any  useful  purpose  in  the  world.  Whatever 
criticism  may  be  properly  applied  to  his  method  of  painting,  it  can- 
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not  be  denied  that  he  did  just  that  and  with  a  manner  comparable 
only  to  that  of  a  great  actor  who  impersonates  characters  upon  the 
stage  with  such  a  semblance  of  life  as  to  stir  us  to  unaccustomed  mani¬ 
festations  of  feeling. 

According  to  Fuller’s  way  of  thinking,  “color  in  its  highest  sense 
is  a  delicate  sense  of  gradation,”  and  as  Air,  Howells  informs  us  in 
his  brief  sketch  of  the  artist's  life,  “He  preferred  to  remove  the  object 
of  interest  in  his  picture  a  degree  into  its  atmosphere,  believing  that 
this  gave  a  greater  chance  for  expression,”  just  as  one  might  say  that 
the  stage  provides  an  atmosphere  for  the  actor  in  whatever  role  he 
may  appear  that  enables  him  to  realize  more  effectually  its  possibili¬ 
ties.  d'his  atmosphere  in  Fuller’s  canvases  is  adjusted  always  to  that 
degree  of  definition  he  considered  best  suited  to  bring  out  the  par¬ 
ticular  characteristics  of  the  type  pictured  without  discovering  the 
obvious  and  inessential  details  of  the  mise  en  schie.  it  is  because  of 
this  that  the  Nydia  is  so  much  more  than  an  imaginary  portrait  of 
Bulwer’s  heroine.  She  is  the  personification  of  all  the  tragedy  of 
the  blind  made  doubly  real  and  moving  by  her  youth  and  beauty. 
There  is  nothing  forced  about  the  development  of  the  meaning  of 
such  a  calamity  in  the  picture,  rather  is  it  apparently,  though  not 
actually,  modified  by  his  removal  of  the  figure  a  degree  into  the 
atmosphere.  It  illustrates  very  forcibly,  1  think,  the  logic  of  his 
theory. 

In  The  Romany  Girl  (Fig.  i)  the  characterization  of  the  type 
is  confined  to  a  very  sensitive  interpretation  of  facial  expression  and 
most  of  all  one  senses  it  in  the  gypsy  light  within  her  eyes.  Of  the 
vivid  scarfs  and  kerchiefs  we  associate  with  the  wandering  tribes  the 
artist  has  made  no  use  and,  except  for  the  extraordinary  head-dress 
and  the  sheaf  of  grain  in  her  hand,  there  is  nothing  other  than  her 
look  to  indicate  who  or  what  she  is.  How  fine  was  Fuller’s  percep¬ 
tion  of  spiritual  as  distinguished  from  physical  evidence  of  individu¬ 
ality  is  nowhere  more  apparent  than  in  this  canvas,  where  it  is  relied 
upon  entirely  to  accjuaint  us  with  the  character. 

Of  the  Winifred  Dysart  (Fig.  2)  I  should  say  that  it  is  patently 
more  pleasing  in  color,  more  satisfactory  in  technic,  but  notwithstand¬ 
ing  less  significant  and  therefore  less  impressive  than  either  of  tlie 
paintings  mentioned.  It  is,  however,  a  sufiiciently  interesting  picture 
to  arrest  one’s  attention  anywhere  and  as  likely  as  not  to  satisfy  one 
quite  as  completely  with  its  e.\(iuisite  suggestion  of  the  dreaming 


loveliness  of  maiden  meditation.  The  figure  is  less  mature  even  than 
the  Nydia  and  a  fraction  more  graceful,  I  should  say;  the  pose  sim¬ 
pler  and  finer,  the  drawing  as  good,  and  the  idea  perhaps  only  seem¬ 
ingly  less  perfectly  embodied  in  the  model  because  of  the  less  dra¬ 
matic  quality  of  the  conception.  This  girl  is  lyrical  in  her  loveliness, 
the  Nydia  tragic  in  her  trouble,  and  the  Romany  Girl  romantic  in 
her  relation  to  life  as  we  see  from  her  glance. 

The  most  touching  and  the  most  telling  of  Fuller’s  figure  pic¬ 
tures,  however,  is,  to  my  way  of  thinking.  The  Quadroon  (Fig.  3). 
Again  it  is  a  girl  he  chooses  to  interpret  his  idea,  and,  young  as  she 
is,  he  manages  to  invest  her  with  the  definite  appearance  of  a  com¬ 
prehension  of  the  sorrows  of  her  inheritance,  overwhelming  if  un¬ 
convincing  to  her  troubled  heart.  In  her  he  has  contrived  a  graphic 
presentation  of  the  bitter  wrong  mankind  has  worked  upon  man  since 
time  began,  and  has  driven  its  meaning  home  by  the  look  of  weary 
despair  that  clouds  her  childish  face.  I  know  few  modern  pictures 
as  perfect  of  the  kind  and  they  are  numbered  among  the  supreme 
masterpieces  of  the  art  of  the  nineteenth  century:  works  like  Whist¬ 
ler’s  portrait  of  his  mother  and  Millet’s  Man  with  the  Hoe.  They 
are  the  present  day  equivalents  of  such  things  as  Caravaggio’s  Homer 
and  Rembrandt’s  Saul  listening  to  David  playing  the  Harp.  A 
certain  indescribable  but  no  less  unmistakable  and  miraculous  simili¬ 
tude  of  life  differentiates  them  from  other  canvases  of  their  kind. 

Every  one  of  these  great  works  of  Fuller’s  which  I  have  de¬ 
scribed  was  painted  long  after  he  had  left  the  Deerfield  farm  where 
somehow  he  had  found  leisure  to  invent  for  himself  a  style  that  was 
eminently  his  own.  The  Romany  Girl,  which  was  the  first  in  order 
of  their  inception,  was  begun  in  1877;  The  Quadroon  is  of  1880; 
the  Winifred  Dysart  followed  in  1881  and  the  Nydia  in  1882.  He 
also  produced  immediately  thereafter  five  other  figure  subjects  simi¬ 
lar  in  kind  but  not  quite  so  fine,  the  Psyche  (Fig.  4),  the  Lorette 
and  the  Priscilla  all  in  1882,  the  Arethusa  in  ’83,  and  the  Fidalma 
in  ’84.  With  these  dates  to  go  by  it  is  not  difficult  to  determine 
his  best  period  as  beginning  in  1877,  when  he  made  the  first  study 
of  The  Romany  Girl.  Especially  as  we  know  that  this  date  is  also 
that  of  the  finest  of  his  groups.  And  She  was  a  Witch,  a  painting 
now  unfortunately  in  a  half-ruined  condition  and  in  immediate  need 
of  restoration.  During  his  last  years  his  reaction  to  the  vicarious  ex¬ 
periences  of  the  creator  of  the  beautiful,  whose  material  is  the  emo- 
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tional  content  of  life,  was  less  sure  in  itself,  and  his  power  to  insinuate 
in  the  figures  he  portrayed  anything  like  the  same  amount  of  feeling 
that  is  sensed  in  the  presence  of  these  figures  is  increasingly  patent. 
He  was  able  to  visualize  his  ideas  and  the  figures  were  expressive,  but 
they  never  move  us  quite  as  those  do  that  were  painted  just  previously. 

Fuller  once  said  to  an  artist  friend,  “It  is  often  what  you  leave 
out  that  makes  your  picture.”  He  customarily  left  out  a  great  deal 
but  he  also  put  a  great  deal  in  and  it  was  as  much  what  he  put  into 
his  pictures  as  what  he  left  out  that  made  them,  if  I  am  not  mis¬ 
taken.  Into  his  figures  he  put  reality  and  as  much  of  individual 
emotion  and  of  the  intellectual  attitude  of  specific  types  as  one  will 
find  anywhere  in  the  art  of  his  day.  A  power  possessed  by  some 
painters  of  almost  every  period,  but  by  few  of  any  time  in  such 
a  high  degree,  it  ranks  him  with  the  greatest  of  those  who  have 
essayed  the  portrayal  of  human  character  as  it  is  affected  by  the  domi¬ 
nant  influences  of  life. 


A  FRENCH  STATUE  OF  ABOUT  1300  IN  THE  iMETRO- 
POLITAN  MUSEUM  OF  ART  •  BY  STELLA  RUBIN¬ 
STEIN 

The  mediaeval  collections  of  the  Metropolitan  Museum  have 
recently  been  enriched  by  a  statue  of  the  Virgin  and  Child  of 
great  interest  and  beauty.  An  article  concerning  it  has  already 
been  published  in  the  Bulletin  of  the  Metropolitan  Museum,'  and 
if  we  take  the  opportunity  to  discuss  it  again  in  these  pages,  it  is 
because  we  should  like  to  offer  certain  suggestions  and  try  to  asso¬ 
ciate  it  with  works  of  an  atelier  with  which  it  offers  analogies. 

The  statue  (Fig.  i)  is  said  to  have  come  from  a  church  in 
Amiens.  From  there  it  passed  into  private  possession,  where  it 
remained  for  several  years.  “Its  similarity  in  style  to  the  Vierge 
Doree  of  Amiens,  and  the  fact  that  the  statue  .  .  .  came  originally 
from  the  neighborhood  of  this  celebrated  cathedral,  would  indicate 
that  the  sculptor  was  strongly  influenced  by  the  ateliers  of  Amiens,” 
concludes  the  writer  on  the  statue  in  the  Bulletin  of  the  Metropolitan 
Museum.^  This  is  precisely  the  point  which  we  are  going  to  discuss 

'  Hullclin  of  thr  Metropolitan  Mii'-nmi.  ftcloljiT,  I'MH.  pp.  212-214, 

2  Bulletin  of  the  .Metropolitan  Museuin,  fJetoher,  1918,  p.  214. 
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here,  hoping  to  bring  enough  proofs  to  demonstrate,  first,  that  there  is 
not  sufficient  evidence  that  at  that  time  a  statue  made  for  a  certain 
definite  place  had  necessarily  to  show  the  style  of  the  productions 
of  the  local  ateliers.  In  the  second  place,  we  want  to  show  that,  con¬ 
cerning  the  Metropolitan  Museum  statue  in  particular,  it  is  not  with 
the  Vierge  Doree  of  Amiens,  but  with  the  productions  from  another 
cathedral  that  it  shows  similarities. 

Concerning  the  first  point,  at  no  time  in  the  history  of  sculpture 
do  the  ateliers  seem  to  be  so  little  attached  to  only  one  small  part 
of  the  country  as  did  the  ateliers  in  the  thirteenth  century.  That  is 
not  to  say  that,  taking,  for  instance,  a  few  of  the  most  important 
cathedrals  in  France  and  examining  the  sculpture  which  adorns 
them,  we  do  not  find  a  character  of  its  own  in  each  cathedral,  a 
type  which  completely  differs  from  the  type  of  the  other  cathedrals 
and  which  is  individual  and  characteristic  of  just  this  one.  But 
besides  these  characteristic  figures  which  so  unmistakably  identify 
the  work  of  each  locality,  there  are  also  figures  imitating  and  repro¬ 
ducing  figures  seen  in  other  cathedrals.  This  fact  can  be  demon¬ 
strated  in  the  Reims  Cathedral,  before  the  war  one  of  the  richest 
in  sculptural  representations  and  also  perhaps  the  most  original  and 
the  most  beautiful  of  all.  In  no  other  cathedral  did  the  mediaeval 
artist  express  himself  so  freely  and  leave  to  the  same  extent  a  mark 
of  his  own  individuality  as  did  the  workman-mason  in  Reims.  In 
the  same  portals  and  of  exactly  the  same  period  are  figures  show¬ 
ing  an  entirely  different  inspiration.  Most  of  them,  though  varied, 
are  typical  of  the  ateliers  of  Reims  and  of  those  ateliers  only.  Others, 
like  the  Virgin  of  the  Annunciation  and  the  Virgin  of  the  Presenta¬ 
tion  in  the  Temple  from  the  central  doorway,  are  exact  reproduc¬ 
tions  of  the  Virgins  of  the  Annunciation  and  of  the  Visitation  in 
the  Amiens  Cathedral.  Likewise  figures  on  the  jambs  of  the  south 
portal  from  the  west  facade  are  the  same  as  in  the  central  portal  of 
the  north  transept  in  Chartres.  The  same  phenomenon  can  be 
observed  in  many  other  cathedrals  in  France  and  elsewhere,  and 
this  is  again  demonstrated  by  the  Museum  statue.  This  statue,  though 
affirmed  to  have  come  from  a  church  in  Amiens,  does  not  embody  the 
qualities  characteristic  of  the  ateliers  of  Amiens. 

As  for  the  statue  itself.  The  Virgin  is  standing  on  a  low  oc¬ 
tagonal  base  with  the  weight  of  the  body  thrown  to  the  left.  She 
wears  a  gown  in  the  fashion  of  the  time,  girdled  at  the  waist  and 
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falling  in  long  harmonious  folds.  A  mantle  tied  with  a  tasseled 
cord  covers  her  shoulders  and  is  draped  in  front  across  her  body.  A 
veil,  upon  which  rests  a  crown,  covers  her  head,  and  on  her  breast 
is  a  jeweled  brooch.  She  is  holding  in  her  right  hand  a  scepter  now 
broken  away.  On  her  left  arm  the  Infant  Jesus  is  sitting,  robed  in  a 
long  loose  gown  and  giving  the  benediction  with  His  right  hand 
while  holding  an  apple  in  His  left.  Both  the  Infant  and  the  Virgin 
are  smiling.  The  smile  of  the  Virgin  and  her  facial  expression  are 
of  such  individual  character  that  this  may  perhaps  enable  us,  if  not 
positively  to  state,  at  least  to  suggest  an  indisputable  connection 
between  her  and  some  of  the  figures  of  the  famous  portal  of  the 
Last  Judgment  in  Bourges.  However,  before  entering  into  the  dis¬ 
cussion  of  this  particular  point,  it  is  interesting  to  see  in  what  its 
similarity  or  rather  its  dissimilarity  with  the  Virgin  of  Amiens  con¬ 
sists. 

Both  are  reproduced.  Both  are  beautiful  in  their  own  individual 
way.  Both  are  standing,  holding  the  Infant  Jesus  on  their  left  arms. 
The  one  from  Amiens  (Fig.  2),  carved  about  1288,  is  slender, 
graceful,  typical  of  some  great  lady  of  the  time  with  her  somewhat 
coquettish  smile,  her  elongated  face,  her  beautifully  shaped  hands 
and  fingers,  and  the  whole  air  showing  a  preoccupation  to  please. 
She  is  beautiful,  but  she  already  touches  the  limit  of  grace  and 
beauty,  and  those  who  tried  to  imitate  her — and  she  was  the  most 
imitated  of  all  statues  in  France — fell  into  banality.  As  in  the  case 
of  the  followers  of  Leonardo  da  Vinci  and  Michelangelo,  they  only 
exaggerated  the  superficial  qualities  without  rendering  the  real  value 
of  the  production. 

The  .Metropolitan  Virgin  is  of  a  less  refined  type;  her  social 
rank  docs  not  seem  as  high  as  that  of  the  Amiens  Virgin,  but  if  she 
shows  less  of  the  outward  refinement  and  elegance,  she,  on  the  other 
hand,  has  an  e.\(]uisitc  simplicity  of  bearing  and  pose  and  her  ex¬ 
pression  shows  that  she  is  less  preoccupied  in  pleasing  than  in  ex¬ 
pressing  the  joy  she  feels  in  holding  and  looking  at  the  Divine 
Child. 

These  are  in  general  tlie  differences  between  tliem.  A  closer 
examination  shows  differences  in  detail  of  great  significance,  d'here 
is,  for  instance,  the  drapery.  'Hie  mantle  of  the  Museum  \'irgin  is 
drawn  across  her  body  and  is  held  under  her  left  arm,  while  the 
Amiens  \’^irgin,  in  imitation  of  the  \'irgin  in  Paris,  lets  the  left  side 
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of  her  mantle  fall  loose  and  is  gathering  the  folds  of  the  other  side 
in  front  of  her.  This  gives  to  her  figure  an  attitude  of  supreme  ele¬ 
gance. 

When  we  compare  the  faces  of  the  two  Virgins,  the  difference 
is  striking.  The  shape  of  the  one  in  Amiens  is  elongated,  gradually 
narrowing  from  forehead  to  the  chin;  the  eyes  are  almond-shaped, 
drawn  upward  and  set  far  apart;  the  nose  has  a  straight  line  with 
nostrils  wide-opened;  the  distance  between  the  nose  and  the  mouth 
is  very  short;  the  chin  small  and  narrow.  The  Metropolitan  Virgin 
shows  a  face  both  rounder  and  fuller;  the  eyes  are  drawn  in  an  almost 
straight  line,  the  eyelids  seem  somewhat  swollen,  the  nose  is  small, 
her  cheek  bones  are  high,  the  distance  between  the  nose  and  mouth 
is  greater,  and  the  chin  long,  round,  and  prominent.  They  are  both 
smiling,  looking  down  at  the  Divine  Child,  but  their  smiles  are 
totally  different.  While  the  Amiens  Virgin  smiles  most  gracefully 
but  with  a  studied  countenance,  the  Metropolitan  Virgin  expresses 
her  joy  with  greater  simplicity.  She  is  beautiful  in  her  own  natural 
way,  in  her  attitude  full  of  dignity,  in  her  graceful  and  simple  pose, 
in  the  way  she  is  modeled  and  robed,  and  above  all  in  her  facial 
expression. 

The  expression  and  the  particular  and  individual  smile  illumi¬ 
nating  her  face  has  its  antecedents  not  in  the  Golden  Virgin  at 
Amiens,  but  in  the  figures  of  the  Last  Judgment  in  the  Bourges 
Cathedral  (Fig.  3).  The  facade  of  this  cathedral,  if  it  were  not  for 
its  innumerable  alterations,  would  probably  be  considered  to-day  as 
one  among  the  finest  and  most  gorgeous  that  mediaeval  art  has  pro¬ 
duced.  In  1506  one  of  the  towers  fell  and  almost  completely  de¬ 
stroyed  two  of  the  five  portals  of  the  western  facade. ^  After  this 
came  the  Reformation  and  with  it  the  systematic  destruction  of  the 
statues  by  Protestants.  Later,  in  the  eighteenth  century,  there  was 
the  alteration  of  the  choir.^  Then  came  the  awkward  restorations 
in  the  nineteenth  century.  Fortunately  there  still  remains  in  the 
west  facade  the  portal  of  the  Last  Judgment,  little  restored  and  a 
marvel  of  the  thirteenth  century  workmanship  in  France. 

It  is  to  some  of  the  types  in  this  portal  that  the  Metropolitan 
Virgin  seems  related.  In  Plate  2  are  reproduced  some  of  the  figures 
represented  in  the  scene  of  Heaven.  There  is  the  figure  of  a  king, 

1  There  is  a  scholarly  and  interesting  article  upon  the  subject  in  the  “Revue  de  I’Art 
Chretien,”  1910,  Vol.  60,  by  Boinet. 

2  See  Memoires  de  la  Societe  des  Antiquaires  du  Centre,  1891,  Vol.  18;  Boinet:  Ancien 
Jube  de  la  Cathedrale  de  Bourges. 
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probably  representing  St.  Louis;  behind  him  is  a  figure  of  a  young 
woman,  and  above,  two  other  of  the  elect.  They  all  express  intense 
joy  and  happiness  in  their  march  toward  the  gates  of  Heaven,  es¬ 
corted  by  angels.  The  expression  of  their  faces  is  remarkable  for 
its  freshness.  The  shape  of  these  faces  and  the  smile  which  illumi¬ 
nates  them  cannot  be  found  in  any  other  cathedral  in  France.  The 
smile  in  Paris  is  expressed  differently,  the  one  in  Amiens  is  more 
refined,  the  one  in  Reims,  if  equal  in  originality,  differs  in  the  con¬ 
ception.  The  personages  in  Bourges  laugh  frankly,  joyfully,  without 
the  slightest  affectation  or  malice.  They  feel  happy  and  they  express 
it  in  a  natural,  open  way.  So  does  also,  to  a  great  extent,  the  Virgin 
in  the  Metropolitan  Museum.  The  type  itself  shows  many  analogies 
with  the  Bourges  types.  There  are  the  high  cheek-bones,  the  small 
nose,  and  the  prominent  chin.  The  shape  of  the  eyes  and  the  con¬ 
struction  of  the  body  also  show  similarity.  Should  we  conclude  that 
the  artist  who  worked  at  Bourges  has  also  carved  the  Metropolitan 
statue?  This  does  not  seem  probable  as,  besides  some  other  differ¬ 
ences,  they  were  not  executed  at  the  same  time.  The  Bourges  portal 
dates  from  the  last  quarter  of  the  thirteenth  century  and  the  Metro¬ 
politan  Virgin  cannot  have  been  made  before  the  end  of  the  thir¬ 
teenth  or  the  beginning  of  the  fourteenth  century.  This  is  indicated 
by  the  way  her  mantle  is  drawn  across  her  body  and  held  up  under 
her  arm.  Some  of  the  figures  in  the  thirteenth  century  already  show 
this  tendency,'  but  its  full  realization  in  the  manner  of  the  Metro¬ 
politan  Virgin  becomes  noticeable  from  the  beginning  of  the  four¬ 
teenth  century. 

Another  fact  which  it  is  also  curious  to  notice  is  the  way  the 
border  of  the  Virgin’s  mantle  is  ornamented.  There  are  small  empty 
squares  painted  inside  in  which  were  originally  placed  pieces  of 
glass.  Though  all  the  statues  in  the  Gothic  period  were  painted  and 
gilded  and  the  garments  sometimes  richly  decorated  with  cabochons 
simulating  precious  stones,  the  particular  way  in  which  the  .Metro¬ 
politan  V'^irgin  had  her  mantle  decorated  with  cabochons  of  glass  con¬ 
tained  in  scjuares,  curiously  enough  recalls  other  sculptures  of  the 
Bourges  Cathedral,  the  reliefs  from  the  famous  screen  of  the  late  thir¬ 
teenth  century  with  which  analogies  can  also  be  found  in  the  way  they 
are  draped.  'I'he  remnants  of  this  screen,  replaced  in  the  eighteenth 
century  hy  one  corresponding  more  to  the  taste  of  the  time  and  de- 

>  This  can  he  seen,  amoiiK  others,  in  a  statue  comiiiK  from  the  Ste.  Chapellc  and  now 
in  the  Cluny  Museum  in  t’aris. 
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molished  in  its  turn  in  1791,  were  discovered  in  1850  and  are  now 
partly  in  the  Louvre  and  partly  in  Bourgesd  These  reliefs,  which 
show  a  style  of  workmanship  similar  to  that  in  the  portal  of  the 
Last  Judgment,  have  their  background  ornamented  with  small 
squares  inlaid  with  cabochons  of  glass  (Fig.  4),  Another  example 
of  this  decoration  is  seen  in  the  Ste.  Chapelle  in  Paris  and  still  an¬ 
other  in  a  Virgin  of  the  fourteenth  century  in  the  Louvre.^ 

Thus  we  see  everything  points  to  the  conclusion  that  the  un¬ 
known  artist  who  sculptured  the  Metropolitan  statue  kept  in  mind 
the  statuary  of  Bourges  from  which  it  is  artistically  derived.  Per¬ 
haps  it  would  be  possible  to  find  in  the  archives  of  the  church  from 
which  the  statue  comes  some  documents  enabling  us  to  draw  more 
definite  conclusions  concerning  its  origin. 

For  the  time  being,  we  can  only  point  to  some  associations  and 
similarities  which  impose  themselves  in  looking  at  the  statue.  They 
are  not  definite,  as  it  is  extremely  difficult  to  work  out  these  problems 
outside  of  the  place  for  which  it  was  made  and  without  the  necessary 
materials  for  comparison.  It  is  equally  difficult  to  appreciate  fully  the 
artistic  value  of  the  statue  itself,  outside  of  its  original  architectural 
setting  to  which  it  belonged  and  from  which  it  was  brutally  removed. 
Although  regretting  deeply  to  see  it  far  away  from  its  natural  sur¬ 
roundings,  one  cannot  fail  to  appreciate  the  good  fortune  of  the 
Metropolitan  Museum  in  having  enriched  its  collections  with  a 
representative  example  of  the  best  period  of  French  artistic  produc¬ 
tions,  which  now  constitutes  one  of  the  finest  pieces  in  the  Museum. 

1  All  the  reliefs  from  the  screen  m  Bourges  are  reproduced  by  Boinet  in  “Memoires 
de  la  Societe  des  Antiquaires  du  Centre,”  1891,  Vol.  18. 

2  Louise  Pillion:  Les  Sculpteurs  fran^ais  du  13e  Siecle,  p.  91. 
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is  the  Business  Manager  of  Art  in  America  and  that  the  following  is,  to  the  best  of  his  knowledge 
and  belief,  a  true  statement  of  the  ownership,  management,  etc.,  of  the  aforesaid  publication  for 
the  date  shown  in  the  above  caption,  required  by  the  Act  of  August  24,  1912,  embodied  in  section 
443,  Postal  Laws  and  Regulations,  to  wit: 

1.  That  the  names  and  addresses  of  the  publisher,  editor,  managing  editor,  and  business 
manager  are: 

Name  oi —  Post  office  address — 

Publisher,  Frederic  Fairchild  Sherman,  1790  Broadway,  New  York,  N.  Y. 

Editor,  Frederic  Fairchild  Sherman,  1790  Broadway,  New  York,  N.  Y. 

Managing  Editor:  none. 

Business  Manager:  none. 

2.  That  the  owner  is  Frederic  Fairchild  Sherman,  1790  Broadway,  New  York,  N.  Y. 

3.  That  the  known  bondholders,  mortgagees,  and  other  security  holders  owning  or  holding 
1  per  cent  or  more  of  total  amount  of  bonds,  mortgages,  or  other  securities  are:  None. 

4.  That  the  two  paragraphs  next  above,  giving  the  names  of  the  owners,  stockholders,  and 
security  holders,  if  any,  contain  not  only  the  list  of  stockholders  and  security  holders  as  they 
appear  upon  the  books  of  the  company  but  also,  in  cases  where  the  stockholder  or  security  holder 
appears  upon  the  books  of  tbe  company  as  trustee  or  in  any  other  fiduciary  relation,  the  name  of 
the  person  or  corporation  for  whom  such  trustee  is  acting,  is  given;  also  that  the  said  two  para¬ 
graphs  contain  statements  embracing  affiant’s  full  knowledge  and  belief  as  to  the  circumstances  and 
conditions  under  which  stockholders  and  security  holders  who  do  not  appear  upon  the  books  of  the 
company  as  trustees,  hold  stock  and  securities  in  a  capacity  other  than  that  of  a  bona  fide  owner; 
and  this  affiant  has  no  reason  to  believe  that  any  other  person,  association,  or  corporation  has  any 
interest  direct  or  indirect  in  the  said  stock,  bonds,  or  other  securities  than  as  so  stated  by  him. 

Frederic  Fairchild  Sherman,  Publisher. 

Sworn  to  and  subscribed  before  me  this  1st  day  of  October,  1918. 

Harriet  Robinson, 

Notary  Public,  279,  New  York  City. 

(My  commission  expires  March  30,  1919.) 
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ART  IN  AMERICA  •  AN  ILLUS¬ 
TRATED  MAGAZINE  •  VOLUME  VII 
NUMBER  I  •  DECEMBER  MCMXVIII 

ITALIAN  SCULPTURES  IN  THE  SHAW  COLLECTION 
AT  THE  BOSTON  MUSEUM:  PART  THREE  •  BY  ALLAN 
MARQUAND 


AVING  considered  a  series  of  sculptures  pro¬ 
duced  in  the  school  of  Donatello,  and  another 
in  that  of  Luca  della  Robbia,  we  proceed  to 
consider  three  works  by  Florentine  marble 
sculptors  of  the  fifteenth  century.  The  most 
important  of  these.  The  Madonna  with  an 
Angel  Supporting  the  Child  (Plate),  is  said 
to  have  been  at  one  time  in  a  villa  belonging 
to  the  Medici  family  at  Pontremoli.  So  it 
may  have  been  inherited  by  Giovanni  Gastone,  second  son  of  Co- 
simo  III  and  last  Medici  Grand  Duke,  who  reigned  from  1723-1737 
and  had  possessions  at  Pontremoli.  It  was  there  framed  by  two  mono¬ 
lithic,  porphyry  columns,  with  finely  chiseled  bronze  capitals  and  a 
bronze  base.  Later  it  passed  into  the  hands  of  the  owner  of  a  villa 
at  Pontedera,  where  Dr.  Bode  saw  it  in  1875.  The  frame  of  por¬ 
phyry  and  bronze  is  no  longer  with  the  relief,  which  retains  only  its 
original  marble  molding  now  surrounded  by  a  dentellated  wooden 
frame. 

The  Madonna  is  seated  on  a  folding  chair,  richly  decorated  with 
sharp  pointed  acanthus  foliage  and  ornamented  beads.  Other 
Renaissance  sculptors,  like  the  Greeks,  left  their  bead  molding 
undecorated. 

I'he  .Madonna  has  fine  features,  a  beautiful  ornamented  nimbus, 
aristocratic  headdress,  veil,  tunic,  and  mantle  with  delicate  but 
elaborate  borders.  Her  tunic  is  strewn  with  roses  and  her  mantle 
bears  a  star.  Her  hands  are  folded  in  adoration  of  the  Child,  who 
is  seated  on  her  knees,  with  an  apple  or  orange  in  his  left  hand.  His 
slight  covering  docs  not  lack  a  decorated  border.  In  the  case  of 

(oiiyriKhf.  1918,  Frederic  F.iirclnM  Slierm.nt) 
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the  Christ  Child,  bordered  garments  are  unusual.  The  Angel  also 
has  a  flowered  tunic,  with  decorated  neck  band  and  cufifs  and  wide- 
bordered  mantle.  The  Angel’s  hair,  highly  decorative  with  its  curly 
locks,  was  also  colored.  When  originally  completed,  this  relief,  with 
all  its  superficial  gilding  and  color,  must  have  been  even  more  pleas¬ 
ing  than  now,  when  it  makes  its  appeal  by  form  alone. 

In  searching  for  the  author  of  this  relief  we  might  have  ex¬ 
pected  that  the  Medici  family  would  have  preserved  some  record 
of  it  and  that  the  traditional  attribution  would  have  some  value. 
But  Renaissance  sculptors  seldom  signed  their  names  to  their  works, 
and  Renaissance  collectors  did  not  rescue  the  authors  from  oblivion 
by  attaching  labels  to  their  pictures  and  reliefs.  Hence  its  attribu¬ 
tion  seems  to  have  originated  with  Dr.  Bode.  He  recognized  that 
it  was  to  be  classed  with  a  marble  relief  of  a  Madonna  with  the 
nude  Child  standing  on  a  cushion.  No.  i8o  in  the  Museo  Nazionale, 
officially  attributed  to  Andrea  del  Verrocchio.  He  found  the  Ma¬ 
donna  in  the  Shaw  relief  superior  to  the  Child  and  Angel,  and 
concluded  by  attributing  the  Madonna  to  Verrocchio  and  the  Child 
and  Angel  to  one  of  his  pupils.  Mackowsky,  author  of  a  careful 
monograph  on  Verrocchio,  asserts  that  there  is  no  authenticated 
work  by  Verrocchio  in  marble,  and  that  both  the  Bargello  and  the 
Shaw  relief  are  products  of  his  atelier.  He  suggests  as  the  author 
Lorenzo  di  Credi,  to  whose  ability  as  a  sculptor  Verrocchio  bears 
witness  in  his  will.  This  attribution  is  reechoed  by  Marcel  Reymond 
in  his  book  on  Verrocchio.  However,  the  style  and  spirit  of  this 
relief  does  not  appeal  to  me  as  that  of  Lorenzo  di  Credi.  Another 
of  Verrocchio’s  pupils,  Francesco  di  Simone,  is  mentioned  ten¬ 
tatively  by  Miss  Cruttwell  as  the  author  of  both  reliefs.  This  attri¬ 
bution  appears  to  be  correct.  Francesco  di  Simone  was  not  a  mere 
copyist,  as  Miss  Cruttwell  believes,  although  he  borrowed  freely. 
Since  Venturi  published  a  study  of  Francesco  di  Simone  in  the 
Archivio  Storico  delV  Arte  for  1892,  his  characteristics  should  be 
better  understood.  His  work  from  the  beginning  was  decorative, 
and  in  delicacy  of  conception  and  detail  inspired  by  such  artists  as 
Desiderio  da  Settignano  and  Filippo  Lippi.  Later  he  entered  Ver¬ 
rocchio’s  atelier,  gained  much  from  a  technical  standpoint,  but 
lost  something  in  charm.  The  Shaw  Madonna  reflects  the  influence 
of  his  earlier  masters,  the  Bargello  relief  that  of  Verrocchio.  Ver- 
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rocchio  is  best  represented  by  masculine  subjects,  expressive,  vital, 
brutal.  Aristocratic  Madonnas,  such  as  this  one,  are  non-Verroc- 
chian  and  received  their  inspiration  from  another  source. 

After  he  had  made  this  relief  Francesco  di  Simone  carved  the 
Madonna  of  the  Bargello.  He  took  for  a  model  the  same  individual, 
but  gave  her  a  simpler  headdress,  features  more  regular,  drapery 
more  naturalistic,  hands  more  carefully  studied.  The  Child  also 
was  more  knowingly  modeled.  In  the  Berlin  Museum  there  are 
two  relief  portraits  of  Matthias  Corvinus  and  his  wife  (Nos.  i8i, 
182)  which  may  now  be  attributed  to  Francesco  di  Simone.  The 
delicate,  calligraphic  head  of  Matthias  recalls  the  head  of  the  Angel 
in  the  Shaw  relief,  while  the  portrait  of  his  wife  is  not  far  removed 
in  style  from  the  Shaw  Madonna. 

The  Angel  with  a  Palm  (Fig.  i)  affords  an  interesting  problem 
for  identification  and  archaeological  reconstruction.  Our  first 
thought  is  that  this  is  Gabriel,  the  angel  of  the  Annunciation,  and 
that  somewhere  to  the  right  was  formerly  the  Virgin  bashfully 
receiving  the  message.  Free  standing  figures  of  Gabriel  and  the 
Virgin  are  common  in  Venetian,  and  not  unusual  in  Florentine 
sculpture.  They  adapted  themselves  well  as  lateral  accompaniments 
to  altarpieces.  However,  this  figure  is  not  free  standing,  but  in 
relief  and  is  placed  in  front  of  a  somewhat  mysterious  architectural 
background.  Moreover,  the  angel  does  not  advance  as  if  to  deliver 
a  message,  but  comes  to  a  standstill  amazed  at  some  apparition.  We 
note  also  that  he  does  not  carry  the  lily  branch,  but  a  palm,  a  symbol 
very  seldom  used  in  Annunciation  scenes.  We  should  qualify  this 
statement  and  say  seldom  used  in  compositions  representing  the  First 
Annunciation.  We  are  apt  to  forget  that  there  were  two  Annuncia¬ 
tions  to  Mary,  one  announcing  that  she  should  become  the  Mother 
of  Christ,  the  other  notifying  her  of  her  approaching  death  and 
assumption.  In  this  Second  Annunciation  the  angel  carries  a  palm, 
in  accordance  with  early  apocryphal  writings  concerning  the  As¬ 
sumption.  Let  us  (]uote  from  the  De  Transitu  B.  Marine  Firginis, 
attributed  to  a  pupil  of  S.  John  the  Evangelist,  Melito,  Bishop  of 
Sardis’:  “In  the  second  year,  therefore,  after  Christ  had  van(]uished 
death  and  ascended  up  into  heaven,  on  a  certain  day,  Mary,  burning 
with  a  longing  for  Christ,  began  to  weep  alone,  within  the  shelter 

>  Translated  liy  .Mcxaiulcr  Walker  in  his  A{<ocryf>hal  Gosf'cls.  .-tets,  aixi  Rt’Z’i'lations, 
published  in  the  .Xnte-N'iccnc  Christian  Library,  liidinhiirKh,  18‘X), 
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of  her  abode.  And,  behold,  an  angel,  shining  in  a  dress  of  great 
light,  stood  before  her,  and  gave  utterance  to  the  words  of  salutation, 
saying:  ‘Hail!  thou  blessed  of  the  Lord,  receive  the  salutation  of 
Him  who  commanded  safety  to  Jacob  by  his  prophets.  Behold,’ 
said  he,  ‘a  palm  branch — I  have  brought  it  to  thee  from  the  paradise 
of  the  Lord — which  thou  wilt  cause  to  be  carried  before  thy  bier, 
when  on  the  third  day  thou  shalt  be  taken  up  from  the  body.  For, 
lo,  thy  Son  awaits  thee  with  thrones  and  angels  and  all  the  powers 
of  heaven.’  ”  After  a  brief  conversation,  “the  angel  departed  with 
great  splendor.  And  that  palm  shone  with  exceeding  great  light.” 

But  if  we  find  it  difficult  to  reconcile  this  figure  with  the 
Gabriel  of  the  First  Annunciation,  it  is  no  easier  to  make  it  a  part 
of  a  composition  representing  the  Second  Annunciation.  There  are 
not  many  reliefs  or  paintings  of  the  Second  Annunciation,  but 
Orcagna,  in  his  celebrated  Tabernacle  in  Or  San  Michele,  in  a  series 
of  reliefs  pictured  the  life  of  the  Virgin.  He  included  both  An¬ 
nunciations.  In  the  first  the  angel  is  on  his  knees,  and  carries  a  lily 
branch ;  in  the  second,  the  aged  Mary  is  seated  in  a  room  and  is 
accosted  by  a  palm-bearing  angel  who  descends  from  heaven.  It 
seems  as  if  the  sculptor  were  acquainted  with  the  History  of  the 
Blessed  Virgin  Mary  (Budge’s  Translation,  London,  1899)  and 
had  read  the  words:  “And,  behold,  the  Watcher  Gabriel  came  down 
to  her,  and  said  unto  her,  ‘Peace  be  unto  thee.’  ”  In  the  Shaw  relief 
the  angel  is  not  descending  from  heaven,  but  is  standing  firmly  on 
the  ground. 

How  are  we  to  interpret  this  angel  if  Annunciation  compositions 
are  to  be  excluded?  The  Orcagna  Tabernacle  again  assists  us.  On 
the  altar  side  of  the  tabernacle  is  a  large  opening  with  a  broad  frame 
on  which  are  eight  angels,  four  on  either  side.  Four  are  musical 
angels,  two  bear  lily  branches,  and  two  carry  palms.^  How  ap¬ 
propriate  is  the  decoration  for  a  tabernacle  constructed  to  enshrine 
a  miraculous  image  of  the  Madonna.  The  sculptors  of  French 
Gothic  cathedral  portals  in  the  thirteenth  century  not  infrequently 
portrayed  the  apocryphal  stories  of  the  Dormition,  Assumption  and 
Coronation  of  the  Virgin,  framing  the  splayed  door  jambs  with  ver¬ 
tical  files  of  angels.^  Orcagna,  in  the  middle  of  the  fourteenth  cen¬ 
tury,  displayed  the  same  subjects  and  similar  angel  frames.  The 
« 

1  Illustrated  in  Lasinio  and  MasselH’s  II  Tabernacolo  della  Madonna  d’Orsanmichele, 
Tav.  VI,  Florence,  1876. 

2  See  Male,  Religious  Art  in  France:  Thirteenth  Century,  Figs.  127,  129,  131,  132. 
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motive  survived  in  the  fifteenth  century  in  Fra  Angelico’s  Uffizi 
Madonna,  with  its  framework  of  musical  angels. 

The  Shaw  Angel  with  a  Palm  is  an  Italian  production  of  the 
fifteenth  century,  of  the  school  of  Bernardo  Rossellino  or  of  his  fol¬ 
lower,  Matteo  Civitali,  and,  as  we  have  seen,  a  survival  of  Gothic 
traditions.  In  reconstructing  the  monument  of  which  it  is  a  frag¬ 
ment,  we  conceive  it  as  the  lowermost  section  to  the  left  of  an  angel 
frame,  not  necessarily  terminating  in  a  pointed  arch,  as  in  Orcagna’s 
Tabernacle,  nor  in  a  round  arch,  as  in  Fra  Angelico’s  painting,  but 
in  a  horizontal  entablature,  as  was  customary  in  the  altarpieces  of 
the  late  fifteenth  century.  In  the  somewhat  mysterious  architectural 
background  may  we  not  see  an  attempt  to  bring  about  by  perspective 
the  effect  of  a  splayed  jamb,  so  that  the  frame,  although  actually  in 
the  same  plane  with  the  central  relief,  appears  to  be  at  an  angle 
with  it?  This  would  be  more  readily  understood  by  those  who  were 
accustomed  to  see  the  splayed  portals  of  Romanesque  and  Gothic 
churches. 

What  the  central  relief  or  painting  may  have  portrayed  is  not 
so  easy  to  determine,  although  it  is  more  than  probable  that  it  related 
to  the  Madonna.  Possibly  it  was  a  Madonna  enthroned,  or,  as  seems 
more  likely,  one  of  the  late  apocryphal  scenes  from  the  life  of  the 
Virgin:  her  Dormition,  Assumption  or  Coronation.  Either  of  the 
two  last  named  would  explain  the  angel’s  upward  gaze. 

The  Relief  Bust  of  a  Roman  Emperor  (Fig.  2)  in  the  Shaw 
Collection  may  be  described  as  a  companion  piece  to  a  charming 
relief.  No.  331  in  the  Museo  Nazionale,  Florence,  representing  a 
young  man,  laurel  crowned,  clad  in  tunic  with  mantle  arranged  in 
flowing  lines.  Below  is  an  inscription  AVRELIVS  .  CAESAR  .  AVG.  It 
is  officially  attributed  to  Mino  da  Fiesole.  This  attribution  is  ac¬ 
cepted  by  Dr.  Bode,  and  by  Diego  Angeli,  author  of  a  discriminating 
volume  on  Mino.  In  the  eyes  of  Professor  Venturi  it  is  closer  to 
Antonio  Rossellino. 

The  Boston  relief  of  an  Emperor  (Julius  Ca?sai?)  is  apparently 
of  the  same  size  as  the  relief  of  Aurelius;  it  is  framed  in  the  same 
way,  and  exhibits  the  same  stylistic  peculiarities  in  the  treatment 
of  the  hair  and  the  management  of  the  drapery.  A  companion  piece 
could  not  show  a  closer  relationship. 

The  task  of  looking  for  a  signed  work  to  be  classed  with  these 
two  reliefs  has  already  been  done.  In  the  Museo  Nazionale,  No. 
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233,  is  also  another  ideal  portrait,  that  of  a  lady  of  high  station, 
possibly  intended  to  represent  a  Roman  lady,  although  not  robed 
in  classic  style.  Some  have  thought  this  relief  to  be  a  portrait  of 
the  sculptor’s  wife  or  daughter,  an  improbable  hypothesis.  In  1850 
it  came  to  the  Museum  from  the  Villa  del  Poggio  Imperiale,  and  it 
is  supposed  that  the  bust  of  Aurelius,  and  hence  the  Boston  relief 
also,  came  from  the  same  villa.  We  may  readily  believe  that  they 
all  belong  to  the  same  series  of  representative  portraits  of  classic 
subjects.  The  lady’s  portrait,  instead  of  being  inscribed  with  her 
name,  bears  the  following  unusual  inscription :  ET  10  .  DAL  .  MINO  . 
0  AWTO  .  EL  LVME  .  ,or  “I  also  from  the  hand  of  Mino  beheld  the 
light.”  Supino,  Bode,  Angeli,  and  Venturi  all  accept  the  inscrip¬ 
tion  as  genuine.  The  letters  may  well  have  been  cut  by  the  same 
hand  that  carved  the  Aurelius  inscription;  and  the  special  as  well 
as  the  general  peculiarities  of  the  relief  are  sufficiently  similar  to 
those  of  the  Aurelius  and  Julius  Caesar  reliefs  to  enable  us  to  say 
with  some  assurance  that  they  also  saw  the  light  from  the  hand  of 
Mino  da  Fiesole. 


OLD  ENGLISH  SILVER  IN  AMERICAN  PRIVATE  COL¬ 
LECTIONS  •  BY  EDWARD  R.  DU  PARCQ 

The  fact  of  America  possessing  only  a  limited  quantity  of  early 
silver  of  its  own  make,  deeply  interesting  as  these  pieces  always 
are  to  the  collector,  has  compelled  the  lover  of  the  old  to  turn 
to  England  to  form  a  collection  of  plate.  There  one  found  a 
practically  unlimited  supply,  for  the  English  nobleman  or  man 
of  wealth  had  always  made  it  a  point  that  the  silver  on  his  table 
should  be  worthy  of  its  surroundings  in  the  house,  and  the  chances 
of  fortune  and  the  ravages  of  time  have  often  caused  these  collections 
to  be  broken  up  and  dispersed,  and  in  the  course  of  time,  many  of 
these  fine  pieces  have  found  a  home  in  America.  Fine  pieces  could 
not  be  acquired  without  crossing  the  ocean,  consequently  many,  even 
if  they  possessed  considerable  wealth,  were  contented  with  just  such 
silver  as  they  could  obtain  without  much  effort,  the  result  being  that 
in  America  a  man  might  dine  in  a  room  furnished  with  exquisite 
old  furniture  and  with  walls  hung  with  famous  old  masters,  and  yet 
have  to  use  and  to  look  upon  silver  which  was  only  fit  to  be  cast  into 
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the  melting  pot,  for  it  contained  nothing  of  beauty  or  excellence  of 
workmanship.  Happily  that  day  is  past  or  is  fast  passing  away,  and 
the  younger  generation  will  not  tolerate  the  atrocities  which  have 
been  perpetrated  in  the  past.  The  collector — that  is,  one  who  forms 
a  collection  for  the  sake  of  the  study  and  charm  of  old  silver — is  in¬ 
deed  rare  in  this  country,  although  Colonial  silver  can  boast  of  sev¬ 
eral  such  enthusiasts,  and  many  of  us  have  been  delighted  to  look 
over  the  magnificent  collections  of  Judge  Clearwater,  Mr.  R.  T. 
H  aines  Halsey,  and  the  more  recently  acquired,  but  none  the  less 
splendid  specimens  owned  by  Mr.  Francis  P.  Garvan.  Some  years 
ago  one  of  the  finest  collections  in  America  of  old  English  silver 
was  in  the  possession  of  Mr.  E.  H.  Gay  of  Boston.  A  keen  judge  and 
a  real  enthusiast,  Mr.  Gay  did  his  utmost  to  get  possession  of  some 
of  the  rarest  pieces,  and  when  the  famous  St.  Nycolas  spoon  of  the 
year  1528  was  sold  at  Christie’s  for  £690,  the  highest  price  then 
known  for  a  single  spoon,  he  tried  hard  to  bring  it  to  this  country, 
but  could  not  get  it  away  from  a  Scotchman  like  Mr.  John  A.  Holms 
of  Glasgow,  who  eventually  became  the  possessor. 

The  gathering  together  of  early  English  spoons  has  in  England 
generally  been  considered  the  mark  of  the  highest  collector.  In 
America,  undoubtedly,  the  finest  collection  is  that  formed  by  Mr. 
Marsden  J.  Perry.  On  rare  occasions  lovers  of  old  spoons  have  had 
the  opportunity  to  acquire  an  entire  set  of  Apostle  spoons,  but  very 
few  of  these  sets  are  in  existence.  Mr.  Perry  decided  to  form  his 
own  set  (Fig.  i)  and  did  his  utmost  to  have  the  spoons  of  as  early  a 
date  as  possible.  At  the  time  that  this  collection  was  made,  the 
famous  Staniforth  Collection  was  broken  up  and  this  gave  Mr. 
Perry  the  opportunity  of  securing  the  early  Henry  VIII  Master 
spoon,  1514.  A  still  earlier  spoon  is  his  St.  Matthew  spoon,  made  in 
1504  (Henry  VH).  No  less  than  three  other  of  the  spoons  date 
from  the  time  of  Henry  VII I.  The  others  are  of  later  date,  of  which 
the  most  recent  is  the  St.  Bartholomew,  made  in  1660.  It  is  interest¬ 
ing  to  note  that  while  an  ordinary  set  is  composed  of  thirteen  spoons, 
the  Master  and  the  twelve  Apostles,  Mr.  Perry  added  to  his  collection 
a  very  rare  spoon  representing  St.  Paul,  1638.  The  remainder  of 
Mr.  Perry’s  collection  is  composed  of  rare  specimens  of  early  spoons 
other  than  Apostle.  Among  these  are  two  very  early  spoons  of  the 
Acorn  and  Diamond-top  varieties,  dating  from  the  middle  of  the  fif¬ 
teenth  century  . 
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The  late  Mr.  J.  P.  Morgan,  when  forming  his  collections,  did 
not  neglect  old  English  silver.  Undoubtedly  he  had  more  pieces  of 
Elizabethan  silver  than  anyone  else  in  this  country.  His  famous 
set  of  twelve  silver-gilt  dessert  plates,  on  which  are  depicted  the 
Labours  of  Hercules,  is  unequalled.  Few  collectors  have  paid  atten¬ 
tion  to  pieces  of  the  sixteenth  century,  yet  probably  the  finest  collec¬ 
tion  in  the  world  of  old  English  Elizabethan  silver-mounted  stone¬ 
ware  jugs  belongs  to  Mr.  William  Randolph  Hearst.  The  collection 
is  shown  complete  in  the  accompanying  illustration  (Fig.  2)  and  is 
worthy  of  special  note,  for  no  museum  could  show  so  fine  a  collection. 
Number  two  is  the  only  jug  the  mounts  of  which  are  not  Hall¬ 
marked,  but  there  is  no  doubt  that  this  piece  was  made  about  1540. 
On  the  lid  of  this  jug  is  an  inscription,  “The  Tounge  that  lieth  killeth 
the  sowle.”  Number  three  is  a  good  specimen  of  strap-mounting. 
It  is  very  rarely  that  such  a  jug  comes  in  the  market  and  Mr.  Hearst 
has  only  been  able  to  put  one  in  his  collection.  Numbers  five  and  six 
each  bear  a  lion  sejant  on  the  lid.  The  former  of  these  two  jugs 
was  made  in  Exeter,  whereas  all  the  others  were  made  in  London. 
Number  eight  is  the  most  interesting  jug  of  the  whole  collection. 
Mr,  C.  J.  Jackson  in  his  “History  of  English  Plate”  (Vol.  II,  page 
777)  states  that  this  jug  is  said  to  have  belonged  to  Mrs.  Frances  Jef¬ 
ferson,  a  servant  of  Queen  Elizabeth,  who  bequeathed  it  with  a  con¬ 
dition  providing  for  its  descent  through  females  bearing  the  Chris¬ 
tian  name  Frances,  so  long  as  the  name  was  held  by  one  of  the  family. 
In  the  course  of  time  this  jug  became  the  property  of  Mrs.  Frances 
Pearce,  who  had  no  relative  of  the  required  name,  so  in  1801  she 
sold  the  jug  to  Mr.  William  Wilson,  who  resettled  it  on  a  similar 
trust.  At  some  time  since  this  date  the  line  must  have  again  broken, 
and  after  various  vicissitudes  the  jug  passed  into  the  hands  of  Mr. 
Hearst.  It  is  sincerely  to  be  hoped  that  this  gentleman  may  find  a 
means  of  handing  it  once  again  to  a  Frances,  and  that  she  may  pass  it 
on  to  others. 

The  magnificent  standing  salt  in  the  centre  of  the  plate  was 
made  in  London  in  1600  and  bears  the  Arms  of  the  City  of  Boston, 
England.  This  is  a  very  fine  piece  and  stands  twelve  and  a  half 
inches  high. 

In  the  Victoria  and  Albert  Museum  at  South  Kensington  is  a 
cylindrical  cup  and  cover  with  pierced  casings.  Probably  not  more 
than  six  or  seven  of  these  pieces  exist  to-day,  yet  America  is  not  with- 
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out  a  specimen,  and  an  illustration  is  here  given  (Fig.  3).  This,  and 
the  one  in  London,  were  made  in  the  same  year,  1669,  possibly  by 
the  same  maker.  There  is  great  similarity  in  the  design,  but  the 
handles  differ.  Curiously  enough,  another  of  these  uncommon  pieces 
of  plate  was  sold  at  Christie’s  this  season.  The  handles  in  this  case 
w'ere  more  like  those  on  Mr.  Hearst’s  cup,  and  the  date  of  this  piece 
is  1677. 

By  far  the  most  comprehensive  collection  of  old  English  silver 
in  the  United  States  is  that  formed  by  Mrs.  Alexander  Hamilton 
Rice.  A  clever  connoisseur  and  genuine  enthusiast,  Mrs.  Rice  has 
gathered  together  some  of  the  most  superb  examples  of  the  work  of 
the  English  silversmith.  In  doing  this  there  has  been  no  idea  of 
securing  pieces  to  put  in  a  museum,  but  a  desire  to  have  beautiful 
things,  and  to  let  them  be  a  part  of  one’s  daily  life.  It  is  only  possible 
to  mention  a  few  of  the  finest  pieces  from  such  a  large  collection.  A 
set  of  thirty  service  plates,  1683,  is  one  of  the  most  interesting  items, 
and  was  once  the  property  of  Catharine  Sedley,  Countess  of  Dor¬ 
chester,  the  mistress  of  James  II.  A  pair  of  jardinieres,  a  large  side¬ 
board  dish,  and  a  pair  of  wine  coolers  which  once  graced  the  side¬ 
board  of  a  Speaker  of  the  House  of  Commons  in  the  time  of  Queen 
Anne  find  a  fitting  place  in  this  fine  collection.  For  many  years  it 
had  been  a  general  opinion  that  the  most  complete  collection  of  the 
work  of  the  great  silversmith,  Paul  Lamerie,  had  been  made  by  the 
late  Lord  Swaythling,  but  Mrs.  Rice,  who  is  one  of  the  best  judges  of 
Lamerie,  has  succeeded  in  wresting  this  honour  from  England.  The 
acquisition  a  few  years  ago  of  the  Sutherland  service  made  Mrs, 
Rice’s  position  secure.  This  service,  made  in  1733,  is  composed  of  a 
fine  centrepiece,  four  oval  dishes,  four  round  dishes,  two  large  sugar 
casters,  four  smaller  ones  and  two  oil  and  vinegar  frames.  Lamerie 
is  known  to  have  made  one  other  very  similar  service,  which  at  one 
time  was  in  the  possession  of  the  late  Czar  of  Russia,  but  its  where¬ 
abouts  to-day  is  unknown.  Among  the  other  fine  pieces  made  by 
Lamerie  and  owned  by  Mrs.  Rice  is  a  chocolate  pot  (Fig.  4)  made 
in  1746  and  formerly  part  of  the  Kennedy  Collection.  It  is  a  very 
beautiful  piece  and  in  splendid  condition.  It  is  very  interesting  to 
compare  Mrs.  Rice’s  kettle  (I"ig.  0  which  Lamerie  made  in  1744, 
with  an  earlier  specimen  of  his  work  (Fig.  6),  made  in  1731,  whicli 
is  the  property  of  Mr.  Francis  P.  Garvan.  In  the  earlier  we  liave 
Lamerie  in  his  (juietest  and  most  simple  style,  and  in  the  other  mav 


be  seen  how  in  his  later  days  Lamerie  developed  the  art  of  chasing. 
His  work  in  this  direction  has  remained  unrivalled. 

For  some  years  past  Mrs.  Fitz  Eugene  Dixon  has  been  gather¬ 
ing  together  a  collection  of  royal  plate  and  to-day  has  the  most  com¬ 
plete  collection  in  the  United  States.  It  is  of  later  date  than  the 
other  pieces  mentioned  in  this  article,  but  is  none  the  less  interesting. 

It  would  be  interesting  to  know  who  is  the  possessor  of  the 
earliest  English  silver  tea  service  in  America.  By  this  is  not  meant 
the  complete  tea  service,  as  we  know  it  to-day,  for  this  did  not 
come  into  existence  until  the  reign  of  George  III.  Prior  to  this  time 
services  consisted  of  odd  pieces  made  within  a  few  years  of  one 
another,  and  it  is  with  these  that  we  are  concerned.  From  an  his¬ 
torical  point  of  view,  the  famous  Penn  service  belonging  to  Mrs. 
Alexander  Hamilton  Rice  would  no  doubt  come  first,  but  it  is  a  small 
set  and  cannot  be  taken  as  a  type  of  the  period.  It  can  hardly  be 
imagined  that  any  set  exists  in  the  United  States  which  is  more  com¬ 
plete  or  finer  than  the  one  that  is  to  be  seen  in  Mrs.  R.  T.  Crane’s 
Chicago  home.  Perhaps  no  more  fitting  place  could  be  found  to 
house  a  service  made  in  the  plain  simple  lines  of  the  Queen  Anne 
period.  The  set  is  complete  in  every  detail.  It  is  a  pity  that  the 
very  fine  kettle  had  to  be  one  made  in  the  reign  of  George  I,  but 
this  was  only  because  at  that  time  there  was  not  a  Queen  Anne  kettle 
to  be  obtained.  With  this  set  is  the  earliest  known  tea  tray.  It  is  a 
perfectly  plain  oblong  and  stands  on  four  beautifully  moulded  feet. 
It  has  no  handles,  as  seen  in  the  later  trays,  and  its  only  decoration 
is  a  very  fine  crest  engraved  in  the  centre.  When  one  adds  that  this 
tray  measures  twenty-seven  inches  long  and  twenty-one  and  a  half 
inches  wide,  and  was  made  in  1728,  it  will  be  obvious  to  connoisseurs 
that  this  is  an  exceptionally  rare  piece.  In  fact,  very  few  tea  trays 
were  made  earlier  than  the  reign  of  George  III.  Lamerie  is  known 
to  have  made  two.  One  of  these  is  in  London,  and  the  other,  made 
in  1741,  is  in  Mrs.  Rice’s  collection. 

Irish  silver  has  always  been  noted  for  its  beauty,  and  in  the 
reign  of  George  II  the  ranks  of  its  workers  were  much  strengthened 
by  the  addition  of  many  French  silversmiths  who  had  left  their 
country  to  avoid  persecution  and  found  a  new  home  in  Ireland.  Mr. 
Francis  P.  Garvan  has  probably  the  finest  old  Irish  silver  in  Amer¬ 
ica.  His  collection  of  some  twenty  odd  little  Irish  bowls  standing 
on  three  feet  is  unequalled  in  any  country.  Mr.  Garvan  has  taken 
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much  care  in  selecting  these  beautiful  bowls,  and  no  two  are  alike. 
It  is  curious  to  note  that  in  so  fine  a  collection  he  does  not  possess  a 
single  potato  ring,  although  in  Lord  Iveagh’s  collection  of  old  Irish 
silver  on  the  other  side,  the  potato  ring  plays  the  most  prominent  part. 

From  the  time  of  Queen  Anne  until  the  end  of  the  reign  of 
George  II  there  were  made  in  England  some  very  fine  cups.  Some 
of  these  were  perfectly  plain,  and  others  had  a  form  of  decoration 
which  gave  to  them  the  name  of  strap  cups.  These  are  always  very 
heavy  and  were  made  by  the  finest  silversmiths  of  the  time.  Judge 
Gary  has  in  his  collection  several  such  cups  of  early  date.  The  finest 
collection  of  these,  which  includes  some  by  Lamerie,  is  that  made 
by  Mr.  George  D.  Widener,  while  Mr.  Joseph  Widener  also  has 
some  of  them,  together  with  his  Lamerie  tea  caddies,  which  are 
said  to  be  the  finest  specimens  known. 

No  doubt  there  are  in  this  country  many  fine  collections  or  in¬ 
dividual  pieces  of  old  English  silver  whose  existence  is  practically 
unknown,  and  it  is  to  be  hoped  that  some  day  a  loan  exhibition  may 
be  held  such  as  took  place  in  London  at  the  time  of  the  Coronation 
of  King  Edward  VII,  when  the  proceeds  were  given  to  charity.  It 
was  found  that  this  exhibition  was  a  source  of  instruction  to  many 
and  gave  opportunity  to  collectors  to  meet  and  compare  their  fine 
pieces. 


PAINTED  LIMOGES  ENAMELS  IN  THE  COLLECTION 
OF  ENRICO  CARUSO  •  BY  STELLA  RUBINSTEIN 


The  collection  of  painted  enamels  belonging  to  Mr.  Enrico 
Caruso  is  one  of  the  finest.  Here  are  grouped  not  only  some 
of  the  best  pieces  of  the  Limoges  productions  of  the  late  fif¬ 
teenth  and  sixteenth  centuries,  but  the  examples  represented  are 
varied  in  kind  and  character,  representative  of  the  workmanship  of 
a  number  of  artists  of  the  time.  They  are  all  of  the  same  period, 
and  if,  in  studying  them,  we  regret  the  absence  from  the  collection 
of  the  thirteenth  century  Limoges  productions,  so  fine  in  quality 
and  of  such  beautiful  workmanship,  we  have,  on  the  other  hand,  the 
satisfaction  of  seeing  grouped  together  some  of  the  finest  examples 
of  the  second  best  period  of  French  Limoges  productions,  that  period 
when  the  process  of  painted  enamels  replaced  the  one  called  “champ- 
levc.”  The  fact  that  the  process  of  the  painted  enamels  is  cjuicker 
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than  the  one  just  mentioned  would,  to  some  extent,  account  for  the 
great  variety  of  productions  in  the  sixteenth  century,  when,  besides 
objects  for  religious  use,  utensils  of  a  large  variety  were  made.  In 
these,  the  Gothic  traditions  are  more  and  more  abandoned  and 
models  of  the  Renaissance  masters  serve  as  inspiration  to  the  model¬ 
ers.  Only  a  few  of  them  were  original,  for  the  most  part  the  de¬ 
signers  confining  themselves  to  the  role  of  copying  engravings  of 
French,  Flemish  and  German  origin,  and,  later,  of  Italian. 

The  Caruso  collection,  including  pieces  from  famous  private 
collections,  displays  examples  from  the  Primitive  school  down  to  the 
late  sixteenth  century.  Some  of  them  have  already  been  published 
and  variously  attributed,  others  are  unknown.  The  interest  of  the 
publication  does  not  therefore  lie  in  the  fact  that  entirely  unedited 
pieces  are  being  brought  to  light  and  their  origin  discussed.  It  lies 
primarily  in  the  fact  of  seeing  grouped  together  pieces  of  different 
artists,  as  well  as  pieces  of  various  kinds,  of  which,  as  to  some,  attri¬ 
butions  will  be  discussed;  as  to  others,  characteristics  presented  and 
comparisons  made  with  well-known  examples  in  museums  and  pri¬ 
vate  collections. 

One  of  the  earliest  in  the  series  is  the  charming  little  Annuncia¬ 
tion  (Fig.  5)  of  about  the  last  quarter  of  the  fifteenth  century.  The 
types  of  unusual  charm  and  tenderness  of  expression  somewhat  recall 
the  paintings  of  the  “Maitre  de  Moulins.”  The  scene  is  full  of  in¬ 
timacy  and  attractiveness,  the  varied  coloring  is  of  delicate  harmony 
and  beauty. 

The  works  with  which  this  plaquette  is  most  closely  associated 
are  grouped  under  the  name  of  an  enameler,  the  so-called  Mon- 
vaerni,  considered  to  be  the  earliest  producer  of  painted  enamels,  and 
the  author  en  bloc  of  the  Pre-Penicaud  school.  In  a  recent  article 
on  “Some  Limoges  Enamels  of  the  Primitive  School”^  Mr.  Mitchell 
has  demonstrated  that  all  these  primitive  productions  could  not 
possibly  be  the  work  of  the  same  hand  and  adds  that,  therefore,  until 
more  light  is  thrown  on  the  subject,  it  would  be  wiser  to  group  the 
objects  into  classes.  A  charming  little  Nativity  from  the  Glasgow 
Museum  which  he  reproduces^  seems  to  be  by  the  same  hand  as  the 
Annunciation.  Both  the  composition  and  the  spirit  prevailing  in 
them  show  great  affinity. 

The  next  in  date  is  the  plaque  representing  the  Adoration  of  the 

1  Burl.  Mag.  1917,  Vol.  30,  p.  219. 

2  Burl.  Mag.,  ibid.,  pi.  II. 
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Magi  (Fig.  3).  The  composition  of  this  plaque  is  almost  exactly 
reproduced  in  several  other  examples,  of  which  the  oldest  is  the  one 
from  the  Armand  Queyroi  collection^  attributed  to  Monvaerni. 
Another  is  from  the  Cottreau  collection,”  attributed  to  Nardon  Peni- 
caud,  and  still  another  once  formed  part  of  the  famous  Spitzer  col¬ 
lection.®  The  authorship  of  the  plaque  we  reproduce,  though  diffi¬ 
cult  to  determine,  seems  the  most  closely  related  to  the  works  of 
Nardon  Penicaud.  The  types  are  similar  to  those  productions  and 
the  tonality  also  recalls  his. 

Of  about  the  same  period  is  a  small  Pieta  (Fig.  2).  This  plaque, 
which  comes  from  the  J.  Pierpont  Morgan  collection,  is  in  the 
style  of  Nardon  Penicaud  and  in  its  composition  closely  recalls  Pietas 
from  the  schools  of  southern  France. 

Thus  we  come  to  the  end  of  examples  of  the  early  schools.  The 
ones  now  described  range  from  about  the  middle  to  the  end  of  the 
sixteenth  century. 

The  enameler  whose  work  is  best  represented  is  the  well-known 
and  much  appreciated  Pierre  Raymond,  born  about  1513,  who  died 
about  1584.  He  is  known  above  all  for  his  famous  utensils  for  tables 
and  dressers,  which  he  decorated  with  subjects  for  the  most  part  taken 
from  Mythology.  Mr.  Caruso’s  collection  has  the  great  advantage 
of  including,  besides  two  bowls  of  great  beauty,  two  plaques  of  re¬ 
ligious  significance  painted  in  color.  Greater  importance  is  attached 
to  these,  since  Pierre  Raymond  painted  but  few  polychromed  enam¬ 
els  and  these  all  in  his  early  career,  after  which  almost  all  his  work  is 
executed  in  grisaille.  One  of  the  plaques  (Fig.  i)  represents  the 
Descent  from  the  Cross;  another  the  Entombment.  In  both  there  is 
a  landscape  background  composed  of  hills,  trees,  houses  and  a  sky 
strewn  with  stars.  The  same  personages,  varying  somewhat  in  cos¬ 
tume  and  accessories  and  differently  grouped,  are  seen  in  both.  In 
the  Descent  from  the  Cross  the  body  of  the  dead  Christ  reposes  on 
the  lap  of  the  Virgin  while  His  head  is  supported  by  St.  John.  Two 
holy  women  are  on  either  side  of  this  central  group — Mary  Mag¬ 
dalen  is  seated  at  the  extreme  right,  while  St  Joseph  of  Arimathea 
and  Nicodemus  are  standing  behind  the  Virgin.  In  the  scene  repre¬ 
senting  the  Pintombment,  Joseph  of  Arimathea  and  Nicodemus  are 
lowering  into  the  open  tomb  the  body  of  the  dead  Christ,  reclining 

>  Cat.  fic  I.i  coll.  Queyroi,  1907,  pi.  No.  .1.1. 

2  l.c^  .^rts.  1910.  No.  100,  p.  10. 

2  Cat.  tie  veute  <lc  la  Coll.  Spiln-r,  189.1,  No.  420. 
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on  a  white  shroud,  while  the  Virgin,  standing  behind,  is  supported 
by  St.  John.  Mary  Magdalen  is  kneeling  at  the  feet  of  the  Christ 
with  an  ointment  box  in  her  hand.  The  scene  is  completed  by  two 
holy  women,  one  standing  behind  Mary  Magdalen  and  wiping  her 
eyes,  the  other  seen  at  the  extreme  left. 

Most  of  the  enamels  employed  for  the  garments  and  accessories 
are  translucent,  applied  either  on  copper  itself  or  on  white  paint,  and 
the  dominant  colors  are  blue,  green,  gray,  white,  and  reddish  brown. 
These  two  plaques,  of  such  unusual  interest  and  beauty,  come  from 
the  Schevitch  collection.  They  are  signed  by  the  artist’s  letters  P.  R. 

Another  plaque,  considerably  smaller  in  size  and  of  a  later 
period,  represents  the  Crucifixion.  It  is  attributed  to  the  same  mas¬ 
ter  and  comes  from  the  Morgan  collection.  Its  technique  is  different, 
very  little  coloring  being  employed. 

Two  other  objects  by  Pierre  Raymond  are  of  the  kind  by  which 
the  artist  is  best  known.  They  are  vessels  for  civilian  use,  painted  in 
grisaille,  and  come  from  the  Morgan  collection.  One  is  a  cup  with 
cover  (Fig.  9),  the  other  a  ewer  (Fig.  7),  and  both  are  decorated 
with  mythological  subjects.  On  the  cover  of  the  cup  is  represented 
the  Triumph  of  Diana  and  her  hunting,  while  the  inside  shows  Venus 
seated  in  her  triumphal  car  drawn  by  doves.  A  winged  Cupid  is  seen 
in  clouds  and  four  other  Cupids  are  grouped  around.^  The  rest  of 
the  decoration  consists  of  garlands,  acanthus  leaves,  human  masks 
and  cherubs’  heads. ^  The  colors  are  white,  gray  and  gold  against 
a  black  ground.  The  cup  is  signed  P.  R.  and  dated  1546. 

Of  about  the  same  period  and  showing  the  same  characteristics 
is  the  ewer,  on  which  is  reproduced  the  Triumph  of  Venus  around 
the  bowl,  with  Jupiter  and  Juno  in  chariots  drawn  by  peacocks 
around  the  neck.® 

Among  the  descendants  of  the  Penicaud  family  Jean  II,  or 
rather  his  atelier,  is  represented  by  a  small  plaque  showing  the  Christ 
hanging  on  the  Cross  and  on  either  side  of  Him  the  standing  figures 
of  the  Virgin  and  St.  John.  Three  angels,  two  of  whom  floating  in  the 

1  This  scene  is  identically  reproduced  on  a  casquet  from  the  Cottreau  Coll,  enameled 
by  Pierre  Raymond  in  1540. 

2  There  is  in  existence  a  great  number  of  cups  enameled  by  Pierre  Raymond  of  the 
same  character  and  quality.  Among  them  there  is  one  in  the  Louvre  (Marquet  de  Vasselot: 
Catalogue  sommaire  .  .  .  No.  616)  and  another  in  the  Cottreau  Coll,  showing  great  simi¬ 
larity. 

3  In  Museums  and  private  collections  there  are  scattered  many  ewers  similar  to  it. 
Among  others  there  are  three  in  the  Louvre,  one  belonging  to  the  Gutman  Coll.  (Cat.  de 
I’exp.  de  I’art  du  moyen  age  et  de  la  Renaissance  a  Berlin  1898,  pi.  45,  No.  5),  one  in  the 
Earl  of  Warwick’s  Coll.  ((Tat.  of  special  loan  exhibition  in  S.  Kensington  Museum),  etc.,  etc. 
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air  and  one  at  the  foot  of  the  Cross,  receive  in  their  chalices  the  blood 
dripping  from  the  Christ’s  wounds. 

Jean  III  Penicaud,  or  the  master  known  by  his  name,  is  ac¬ 
credited  with  two  plaques  of  great  beauty.  They  once  belonged  to 
the  Spitzer  collection,  later  to  M.  Maurice  Kann,  figured  at  the 
Retrospective  Exhibition  in  Paris  in  1900  and  have  always  been 
spoken  of  as  masterpieces  of  the  enamelers’  art.  One  of  them  ( Fig.  6) 
represents  “Alexander  causing  the  Works  of  Homer  to  be  placed  in 
Darius’  Tomb’’;  the  other,  “Paying  the  Tribute  Money.”  The  sub¬ 
jects  are  taken  from  Italian  models  of  the  school  of  Raphael  and 
they  probably  originally  formed  part  of  a  casquet.  They  are  exe¬ 
cuted  in  grisaille  against  a  dark  ground  with  trophies  in  gold.  The 
composition,  as  well  as  the  quality  of  the  work,  is  of  great  fineness. 
Claudius  Popelin^  and  Emile  Molinier^  attribute  them  without  any 
hesitation  to  Jean  III  Penicaud.  Molinier,  in  his  “Dictionnaire  des 
emailleurs,”  speaks  of  this  master  as  being,  probably,  the  son  of  Jean 
II  Penicaud,  and  praises  greatly  his  technique.  Before  him  De 
Laborde  expresses  a  high  admiration  for  his  work  and  calls  him  “le 
talent  superieur  et  la  gloire  de  Limoges.”®  Alfred  Darcel,  a  few 
years  later,"*  expresses  the  same  admiration  for  the  works  grouped 
under  the  name  of  Jean  III  Penicaud,  but  does  not  seem  convinced 
about  the  proper  use  of  the  name  of  the  artist.  The  modern  writers 
seem  more  or  less  to  abandon  the  use  of  the  name  of  Jean  III  Peni¬ 
caud,  as,  for  instance,  one  can  observe  in  the  Catalogue  by  Marquet 
de  Vasselot,®  the  great  French  authority  on  the  subject,  who  distrib¬ 
utes  his  works  mainly  under  the  school  of  Jean  II  Penicaud.  Mr. 
H.  P.  Mitchell,  in  a  recent  article  on  “Two  Little  Masters  of  Limoges 
Enameling”®  approves  this  attitude  and  himself  groups  sev'eral 
pieces,  hitherto  attributed  to  Kip  and  Jean  III  Penicaud,  under  a 
name  which  he  proposes  to  call  “The  Master  of  Mars  and  Venus,”® 
from  a  small  plaque  in  the  Salting  collection  in  the  S.  Kensington 
Museum.  This  plaque  shows  many  analogies  with  the  two  plaques 
from  Mr.  Caruso’s  collection.  But  whatever  the  name  of  the  artist 
who  had  executed  them,  he  it  “The  Master  of  Venus  and  Mars”  or 

1  Catalogue  dc  la  Coll.  Spitzer,  189.t,  V’ol.  11.  Ti-xtc,  Preface  p.  l.C 

2  F.milc  Molinier:  Exposition  Retrospective  1900,  j).  94. 

De  Laliorcle :  Notice  des  emaiix  .  .  .  I8.''2,  p.  l.‘>4. 

/Mfrerl  Darcel:  N'otice  dcs  emaiix  .  .  .  1867.  p.  118, 

•''Cat,  sommaire  de  I'orfevrcrie,  emaillerie  et  ki’hi”'vs  dii  Mtisee  du  I.ouvre,  1914. 

”  liurlinKton  MaRazine,  May,  1918. 
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Jean  Penicaud  III  or  some  other  anonymous  personality,  they  are 
of  great  beauty  and  artistic  value. 

Two  other  enamelers,  whose  identity  is  more  or  less  established, 
are  represented  in  the  collection.  One  of  them  is  Couly  Nouilher  or 
Noylier,  the  other  the  master  M.  D.,  generally  identified  as  Martin 
Didier. 

Executed  by  Couly  Noylier  is  a  wooden  casquet  covered  with 
gilt  metal  (Fig.  8).  Around  the  body  are  eight  plaques  representing 
children  at  play  and  on  the  cover  are  five  other  plaques  with  similar 
subjects.  The  end  panels  show  a  decoration  of  flowers  and  foliage. 
Each  panel  shows  the  running  inscriptions  in  gold  letters  so  char¬ 
acteristic  of  Couly’s  work.  The  figures  are  executed  in  grisaille 
against  a  dark  ground  and  the  decorative  details  are  in  blue,  green, 
gold  and  white.  The  workmanship  of  this  casqueP  well  illustrates 
the  characteristics  found  in  almost  all  the  pieces  attributed  to  Couly 
Noylier.  There  is  the  lack  of  precision  in  design  so  often  met  with 
in  his  productions,  but  there  is  also  the  harmonious  composition,  so 
full  of  life,  expression  and  fancy,  and  the  pleasing  effect  of  coloring 
produced  in  greater  part  by  their  translucency.  This  piece  again  is 
from  the  Morgan  collection. 

To  Couly  Noylier  is  also  attributed  a  similar  medallion  coming 
from  the  Charles  Mannheim  collection^  and  representing  a  man  and 
a  woman  seated  behind  a  table  and  throwing  dice  with  a  running 
inscription  in  the  upper  part:  “Me  confido.” 

Two  salt  dishes  representing  the  labors  of  Hercules  are  re¬ 
minders  of  Couly’s  style  and  may  be  attributed,  if  not  to  him,  at  least 
to  his  school. 

The  last  and  latest  specimen  in  this  collection  is  a  plaque  signed 
M.  D.  I.  representing  Laocoon  and  his  sons  strangled  by  snakes  (Fig. 
4).  The  plaque,  before  coming  to  its  present  owner,  belonged  to  the 
Charles  Mannheim  collection,  and  later  to  the  collection  of  Mr.  Mor¬ 
gan.  It  also  figured  at  the  Retrospective  Exhibition  in  Paris  in  1900, 
as  No.  2764.  Molinier  in  his  catalogue  of  the  Charles  Mannheim 
collection®  identifies  the  monogram  with  the  name  of  Martin  Didier, 
who  was  a  Limoges  enameler  active  in  the  second  half  of  the  sixteenth 
and  the  beginning  of  the  seventeenth  century.  According  to  M.  de 

1  There  is  a  very  similar  casquet  in  the  Wallace  Collection  in  London  (Cat.  by  Molinier 
and  Lady  Dilke,  pi.  No.  256)  and  another  in  the  Limoges  Museum  (Pierre  Lavedan;  Leo¬ 
nard  Limousin  et  les  emailleurs  frangais,  p.  112). 

2  It  is  reproduced  in  Emile  Molinier :  (Collection  Charles  Mannheim,  1898,  p.  54,  No.  178. 

3  Cat.  de  la  Coll.  Charles  Mannheim,  1898,  p.  52,  No.  188. 


30 


Laborde^  he  succeeded  Leonard, Limousin  in  1574  in  his  capacity  as 
“emailleur  du  roi.”  Among  the  modern  critics,  however,  Pierre 
Lavedan^  proposes  to  leave  the  master  M.  D.  anonymous  for  the  time 
being. 

The  plaque  in  the  Caruso  collection  is  made  after  the  famous 
group  in  the  Vatican.^  The  Strangling  of  Laocoon  and  his  Sons  is 
represented  in  the  center,  while  to  the  left  in  the  distance  are  seen 
the  sea  and  vessels  and  to  the  right  an  altar  burning  for  sacrifice 
toward  which  the  snakes  advance.  In  the  corners  is  a  decoration 
composed  of  scrolls,  leaf-work  and  cherubs’  heads,  while  in  the  upper 
part  runs  the  inscription  “Laocoon”  and  on  the  socle  the  signature 
M.  D.  I.  is  seen. 

A  similar  plaque  representing  Neptune  and  also  attributed  to 
Martin  Didier  is  in  the  Dutuit  collection  in  the  Petit  Palais  in 
Paris.'*  Another,  representing  Orpheus  and  Eurydice,  is  in  the 
Cottreau  collection.®  Many  others  are  scattered  in  museums  and 
private  collections. 


THE  LANDSCAPE  OF  DWIGHT  W.  TRYON  •  BY  FRED¬ 
ERIC  FAIRCHILD  SHERMAN 

The  landscape  of  today  in  this  country  is  remarkable  rather  for 
fineness  than  for  largeness  of  vision,  for  quality  rather  than  for 
strength.  A  result  of  more  careful  study  of  the  technic  of 
pictorial  art,  it  manifests  itself  in  a  facility  unknown  to  the  craftsmen 
of  the  Hudson  River  school,  and  in  a  tendency  toward  specialization 
in  choice  of  subject  which,  with  the  possible  exception  of  Wyant,  was 
as  foreign  to  practitioners  of  the  period  immediately  following  as  it 
was  to  them.  There  ensues  a  measurable  diminution  of  virility 
together  with  an  appreciable  increase  in  subtlety  of  expression.  The 
painter  of  today  is  more  proficient  than  his  predecessor  and  therefore 
his  landscape  is  more  precious  and  more  precise  in  its  interpretation  of 
particular  phases  of  nature.  He  lacks,  however,  the  understanding 
that  enabled  a  man  like  Inness,  for  instance,  to  visualize  not  alone  one 

'  Dc  Laborfle :  Notice  des  emaux,  1852,  j).  271. 

2  Leonard  Limousin  ct  Ics  emaillcurs  frangais,  p.  116. 

2  Sec  Paul  Arndt :  Dcnkmalcr  Kricclusclier  und  romisclicr  sculi)tur,  pi.  N’o.  2.16. 

••  CJcorRc.s  Cain  :  CataloRuc  dc  la  Collection  Dutuit. 
f*  Les  .Xrts,  1610,  N’o.  100,  p.  16. 
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or  two  but  many  of  her  moods.  It  is  a  natural  consequence  of  a  more 
perfect  technical  training,  the  earlier  artist,  self  taught,  inventing  an 
imperfect  method  to  express  the  big  thing  that  powerfully  moved 
him;  the  later,  equipped  with  a  superior  style,  intrigued  by  the  elu¬ 
siveness  of  certain  lovely  effects  which  he  never  tires  of  trying  to  trans¬ 
fer  to  his  canvas.  In  the  first  instance  the  painter  tries  for  a  technic 
worthy  of  his  subject,  in  the  second  for  a  subject  worthy  of  his  technic. 

The  development  of  American  landscape  has  been  singularly 
steady  and  consistent.  That  of  Inness,  Wyant,  and  Martin  is  obvi¬ 
ously  founded  upon  that  of  Bierstadt,  Durand  and  Kensett,  and  that 
of  Tryon  and  Murphy  is  no  less  plainly  the  outcome  of  theirs.  It 
has  been  a  case  at  each  step  forward  of  the  younger  artist  taking  up 
the  formula  of  his  immediate  predecessor,  refining  upon  it  and  adapt¬ 
ing  it  more  perfectly  to  the  emotional  significance  of  the  subject. 
Bierstadt  is  grandiose,  but  undisturbed  by  the  human  element  that 
obstructs  the  grandeur  of  Cole;  Martin  and  Inness  discard  the  pano¬ 
ramic  and  the  photographic,  and  in  their  lifetime  our  landscape  first 
becomes  truly  significant  in  that  it  embodies  feeling  as  well  as  rep¬ 
resentation.  With  Tryon  it  assumes  a  new  intimacy  through  a  har¬ 
monious  emphasis  of  certain  subtleties. 

Tryon’s  landscape  besides  being  intimate,  which  it  might  be 
without  necessarily  being  in  any  sense  significant,  is  very  poetic.  Its 
poetry  is  that  of  an  acknowledged  precisian,  but  it  is  no  less  authentic 
on  that  account  and  patently  more  perfect.  The  poetry  of  earth  is 
evident  in  his  pictures  but  not  any  great  portion  of  it,  just  a  small 
measure  of  the  minor  poetry — a  thin  strain  but  no  less  sweet,  whether 
it  throb  with  the  ecstasy  of  the  spring,  sparkle  with  the  starlight  of  a 
summer’s  night,  or  shimmer  with  the  silvery  mists  of  morn.  His 
eye  is  trained  to  envisioning  the  most  transitory  and  the  most  elusive 
of  atmospheric  phenomena  and  this  enables  him  to  simulate  them  in 
the  ethereal  envelopment  that  serves  a  distinct  purpose  in  accentuating 
the  poigancy  of  his  point  of  view.  With  a  few  pictorial  motifs  he 
has  contrived  the  evolution  of  an  exquisite  and  alluring  type  of  land¬ 
scape,  as  accurate  in  its  essential  truth  to  nature  as  it  is  individual  in 
its  variation  from  other  familiar  types.  If  he  is  conscious  of  the 
limitations  of  a  sort  of  fixed  compositional  form,  which  is  character¬ 
istic,  it  is  evident  that  he  finds  room  therein  for  expressing  very 
adequately  whatever  he  has  to  say.  This  may  be  because  he  is  con- 
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tented  never  to  try  to  say  too  much.  His  pictures  are  poetic  but  lyric, 
not  epic  in  their  intention. 

His  landscape  has  a  firm  foundation,  for  it  is  based  upon  a  real 
knowledge  of  the  topography  of  a  section  of  the  country  with  which 
he  has  been  in  close  contact  almost  continuously.  It  is  a  real,  not  an 
imaginary  landscape,  though  it  may  often  seem  unreal  in  its  un¬ 
accustomed  beauty,  as  his  effects  approximate  the  unearthly  splendor 
of  those  rare  and  exquisite  moments  he  pictures.  Singularly  simple 
in  its  graphic  portrayal  of  actual  appearances,  it  is  variously  express¬ 
ive  of  a  considerable  range  of  feeling  which  finds  embodiment  in 
the  sensitive  record  of  definite  atmospheric  conditions.  As  the 
weather  affects  us  in  real  life,  so  it  does  in  his  art,  where  the  mood 
of  nature  is  the  most  important  factor  and  informs  the  landscape 
with  real  meaning.  In  other  words,  it  is  the  immaterial  rather  than 
the  material  evidence  of  nature  that  interests  us  in  his  landscape, 
just  as  in  human  nature  it  is  character  rather  than  personal  appear¬ 
ance  that  interests  us. 

There  is  an  earlier  phase  of  Tryon’s  work  in  which  there  is  more 
of  the  fact  and  less  of  the  significance  of  nature.  It  ends  practically 
as  soon  as  he  has  mastered  his  forms  and  settled  upon  his  composition. 
After  that  he  is  busy  with  light  and  shadow,  values  and  quality,  in 
which  he  finds  a  more  efficient  means  for  the  expression  of  the  emo¬ 
tional  content  of  his  theme.  In  the  sense,  however,  that  these  earlier 
works  are  a  more  literal  transcript  of  familiar  rather  than  unfamiliar 
aspects  of  nature,  more  direct  in  their  construction  and  less  calculated 
in  their  elaboration,  they  correspond  more  closely  to  historic  stand¬ 
ards  and  satisfy  more  generally  that  large  portion  of  the  public  that 
remains  conservative  in  its  appraisal  of  artistic  merit.  As  few  of 
us  have  yet  outgrown  entirely  conservative  tendencies,  it  follows  that 
practically  all  find  in  them  much  to  admire.  Only  our  recent  and 
enthusiastic  interest  in,  and  knowledge  of,  the  newer  and  finer  de¬ 
velopments  of  landscape  painting  enables  us  to  appreciate  the  sub¬ 
tleties  of  his  later  work  and  to  see  in  it  a  more  notable  achievement. 

Several  of  the  early  pictures  are  of  foreign  subjects,  the  results 
of  his  student  days  in  France.  'I'hey  are  naturally  not  so  convincing 
as  the  New  England  canvases  in  their  characterization  of  locality.  I 
have  selected  the  Glastonbury  Meadows  of  i88i  (Fig.  i)  and  the 
Cernay  La  Ville  of  the  same  year  (Fig.  2)  to  illustrate  the  early 
phase  of  his  art.  The  former  is  as  literal  in  the  exactitude  with 
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which  it  reproduces  the  topographical  features  of  the  country  as  it 
is  lovely  in  its  rendering  of  the  pleasant  quiet  of  a  sunny  summer’s 
day.  The  scene  is  singularly  satisfying  in  its  familiarity  and  the  fine 
simplicity  of  the  composition  emphasizes  its  peculiar  charm.  It  is 
a  masterpiece  of  what  I  should  term  the  better  sort  of  realism.  The 
other  picture  is  one  of  the  finer  of  his  French  landscapes,  full  of  an 
admirable  sincerity.  It  has  about  it  the  air  of  an  actual  scene  trans¬ 
lated  by  the  touch  of  art  into  a  vision  of  measurable  beauty. 

The  Early  Morning — September  of  1904  (Fig.  3)  and  the  Twi¬ 
light — November  of  1912  (Fig.  4)  show  the  development  of  his  art 
and  are  representative  examples  of  the  later  period.  In  them  one 
discerns  an  individual  type  of  landscape  and  the  evidences  of  a  rare 
technic  which  he  has  all  but  perfected.  It  is,  of  course,  not  new,  but 
it  is  very  personal,  and  it  helps  him  to  re-create  in  delicate  grada¬ 
tions  of  light  and  of  shadow  subtle  atmospheric  effects  that  are 
the  visible  signs  of  the  moods  of  nature  just  as  smiles  and  tears  are 
the  visible  signs  of  human  emotion.  However  lovely  the  face  of 
nature,  it  is  always  her  feelings  that  he  is  interested  in  interpreting, 
one  might  say,  and  it  is  this  characteristic  of  his  landscape  that  makes 
it  interesting  to  us.  One  may  estimate  quite  accurately  the  worth  of 
any  of  his  later  works  by  the  measure  of  one’s  realization  of  its 
emotional  significance. 

The  objective  world,  its  primitive  and  elemental  grandeur,  the 
naked  truth  of  nature,  as  we  see  it  in  the  works  of  other  artists,  con¬ 
cerns  him  not  at  all.  His  art  is  subjective  and  his  interest  is  in  the 
spiritual  significance  of  the  visible  world  as  it  is  made  intelligible  in 
immaterial  beauty.  Whatever  the  material  basis  of  his  landscape, 
however  true  it  may  be  in  its  portrayal  of  any  actual  area  of  the 
earth,  the  interest  that  absorbs  the  spectator’s  attention  in  it  is  almost 
invariably  centred  in  the  sky.  His  pictures  are  not  so  much  remark¬ 
able  as  representations  of  the  world  in  which  we  live  as  they  are 
illuminating  as  expressions  of  something  of  the  infinity  of  beauty 
that  like  a  halo  surrounds  the  earth. 
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A  STAINED  GLASS  PANEL  AT  THE  METROPOLITAN 
MUSEUM  •  BY  A  KINSLEY  PORTER 


AS  a  pendant  to  Mr.  Lawrence’s  “Roi  de  Bourges”  which  I  de¬ 
scribed  in  the  last  number  of  Art  IN  AMERICA,  it  is  interesting 
to  study  a  stained  glass  panel  (Plate)  acquired  not  long  ago 
by  the  Metropolitan  Museum.  The  subject  represented  is,  as  indi¬ 
cated  by  the  inscription,  Abiud,  the  ancestor  of  Christ  mentioned  in 
the  genealogy  of  Matthew.  The  king,  bearded  and  haloed,  wears 
one  of  the  conical  bonnets  used  in  mediaeval  iconography  to  indicate 
a  Jew,  and  is  seated  on  a  throne. 

The  large  size  of  the  figure  makes  it  evident  that  this  panel  does 
not  come  from  a  window  placed  in  the  ground  story.  The  suspicion 
at  first  arises  that  it  may  have  been  placed  in  the  windows  of  a  glazed 
triforium.  It  will  be  recalled  that  in  the  Cathedral  of  Strasbourg 
there  is  in  the  windows  of  the  triforium  a  series  of  the  Kings  of  Judah 
forming  a  sort  of  Jesse-tree.  It  will  presently  be  seen  that  the  panel 
belongs  in  style  to  the  manner  of  eastern  France,  so  that  it  is  natural 
to  lend  weight  to  the  analogy  of  Strasbourg.  However,  the  propor¬ 
tions  of  the  panel  seem  rather  too  slender  for  a  triforium  window. 
One  other  possibility  at  once  presents  itself.  The  figure  may 
well  have  originally  formed  part  of  a  clearstory  window.  In 
this  case,  its  proportions  would  seem  somewhat  too  squat,  but  it 
is  probable  that  it  is  only  a  fragment,  not  an  entire  window.  We 
may  readily  suppose  that  there  existed  beneath  it  another  figure,  so 
that  the  window  would  he  about  twice  as  high  as  the  present  panel 
in  proportion  to  its  width.  Such  superimposed  figures  in  the  clear¬ 
story  were  a  characteristic  of  the  school  of  Champagne,  to  which  this 
panel  clearly  belongs.  In  any  event,  it  must  have  come  from  a  large 
church.  Abiud  is  by  no  means  one  of  the  most  conspicuous  of  the 
ancestors  of  Christ.  A  series  of  windows  in  which  he  was  included 
must  have  been  a  long  and  important  one.  The  window  itself,  more¬ 
over,  must  have  been  of  good  dimensions  for  a  church  of  the  twelfth 
century. 

The  preservation  of  the  panel  is  fair,  as  ancient  glass  goes. 
When  one  considers  the  vicissitudes  to  which  such  fragile  works  of 
art  are  exposed,  the  wonder  is  not  that  restorations  have  taken  place, 
but  that  the  character  of  the  original  should  remain  esscntiallv  un¬ 
altered.  The  head  and  the  upper  portions  of  the  hodv,  including  the 
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shoulders,  seem  to  be  pure  with  the  exception  of  two  pieces  on  the 
shoulder  just  above  the  bar,  one  green  and  one  blue,  and  three  pieces 
below  the  chin,  all  of  which  are  modern.  The  red  border  is  entirely 
modern,  with  the  exception  of  three  pieces.  The  center  section  of 
the  panel  between  the  second  and  fourth  bars  is  somewhat  less  well 
preserved.  The  red  and  white  borders  are  modern,  but  the  blue 
background  is  ancient,  as  are  also  the  sides  of  the  chair.  The  green 
knobs  looked  to  me  as  if  they  had  been  restored.  There  can  be  no 
doubt  that  the  main  part  of  the  greens  forming  the  body  is  old,  but 
the  fact  that  they  are  inferior  in  quality  to  those  of  the  upper  section 
gives  reason  to  suspect  that  we  are  here  in  the  presence  of  a  mediaeval 
restoration.  The  right  hand  is  modern,  with  two  pieces  of  light 
green  and  two  pieces  of  intermediate  green.  The  lower  third  of  the 
figure  is  chiefly  modern,  with  a  few  old  pieces  inserted.  These  in¬ 
clude  several  bits  of  the  white  border,  the  feet,  and  other  fragments 
chiefly  in  the  lower  and  upper  right  hand  corners.  The  restoration 
on  the  whole  seems  to  have  been  very  skilfully  carried  out,  and  the 
original  design  appears  to  have  been  faithfully  followed. 

A  glance  at  the  coloring  is  sufficient  to  bring  the  conviction  that 
we  are  here  in  the  presence  of  a  monument  of  the  school  of  Cham¬ 
pagne.  The  color  scheme  is  as  fiery  as  that  of  Mr.  Lawrence’s  “Roi 
de  Bourges”  is  serene.  The  two  figures  are,  indeed,  excellent  repre¬ 
sentatives  of  the  two  great  schools  which  divided  France  in  the  last 
half  of  the  twelfth  century. 

Comparatively  little  is  known  of  the  history  of  the  school  of 
Champagne.  In  the  cathedral  of  Chalons-sur-Marne  were  found 
some  years  ago  windows  which  are  conceded  to  date  from  the  twelfth 
century,  and  are  evidently  of  a  style  entirely  different  from  that  of 
the  school  of  St.-Denis.  These  windows,  whch  have  been  removed 
to  the  Trocadero  in  Paris,  are  characterized  by  the  use  of  very  large 
pieces  of  glass,  a  peculiarity  which  is  also  strikingly  present  in  the 
Metropolitan  panel.  The  glass  of  St.-Remi  of  Reims  was  probably 
somewhat  later,  although  its  date  was  never  accurately  determined, 
and  it  has,  I  fear,  gone  down  into  the  pit,  leaving  of  itself  all  too  in¬ 
sufficient  records.  Here  there  were  superimposed  figures  in  the 
triforium  and  also,  to  the  best  of  my  recollection,  in  the  clearstory. 
It  is  to  this  glass  that  the  Metropolitan  panel  approaches  most  closely. 
We  notice  first  of  all  that  in  both  cases  the  figures  are  without  niches. 
This  certainly  indicates  an  early  date,  for  even  at  Bourges,  in  glass 
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which  dates  from  early  in  the  thirteenth  century,  the  figures  in  the 
clearstory  are  placed  in  niches.  Furthermore,  at  St.-Remi,  as  in 
the  Metropolitan  panel,  the  figures  are  seated  on  thrones,  a  peculiar¬ 
ity  of  the  school  of  Champagne  which  is,  I  believe,  found  nowhere 
else.  Finally,  the  drawing  of  the  draperies  is  in  the  two  cases  iden¬ 
tical,  even  to  the  most  minute  details.  The  fiery  coloring  of  the 
Metropolitan  panel  also  vividly  recalls  the  glass  of  the  clearstory  of 
the  cathedral  at  Reims,  which  has  happily  been  preserved  from  the 
destruction  that  has  fallen  upon  the  rest  of  the  monument.  In  the 
cathedral  glass  several  peculiarities  already  noted  at  St.-Remi  were 
continued,  such  as  the  superimposed  figures,  the  type  of  drapery  and 
the  seated  position. 

We  may  therefore,  I  think,  with  considerable  confidence  say  that 
the  Metropolitan  panel  belongs  to  the  school  of  Champagne  and 
dates  from  the  last  quarter  of  the  twelfth  century.  It  is  almost 
tempting  to  go  further  and  conjecture  that  it  might  be  a  work  of  that 
master  Roger  of  Reims  who,  it  is  known,  decorated  the  chapel  of  St. 
Hubert  with  stained  glass  in  the  twelfth  century.  But  as  all  of  his 
authentic  works  have  perished,  there  remains  no  means  for  deter¬ 
mining  his  artistic  personality.  There  is  nothing  to  show  who  the 
author  of  the  Metropolitan  panel  may  have  been. 


ON  A  PICTURE  BY  PATINIR  •  BY  ELIOT  CLARK 

JOACHIM  PATINIR  or  Patenier  was  born  at  Dinant  in  1485. 
Possibly  a  pupil  of  Gerard  David,  he  worked  for  a  time  at 
Bruges  and  in  1515  settled  at  Antwerp.  It  was  there  that  he 
was  visited  by  Durer,  who  painted  a  portrait  of  him  known  as  The 
Landscape  Painter. 

Patinir  has  been  called  the  originator  of  landscape.  VMiereas 
this  is  not  historically  true,  insomuch  as  his  predecessors  had  intro¬ 
duced  glimpses  of  landscape  in  their  backgrounds,  he  was  never¬ 
theless  probably  the  first  to  paint  a  picture  in  which  landscape  is 
the  principal  theme  and  in  which  tlie  figures  are  entirely  secondary. 

Although  his  production  was  very  limited,  only  four  e.xamples 
being  indisputably  authenticated,  his  inlluence  was  considerable.  A 
landscape  attributed  to  Josse  Van  Cleve,  Repos  sur  la  Route 
d’Egypte  in  the  .Museum  at  Brussels,  is  frankly  in  the  manner  of  the 


43 


master  of  Dinant.  The  Imaginary  Landscape  (Plate),  purchased 
in  1916  by  the  Metropolitan  Museum  and  catalogued  as  a  Patinir, 
is  similar  in  design  to  the  picture  at  Brussels.  It  is  not  our  intention, 
however,  to  dispute  this  attribution,  nor  are  we  concerned  at  present 
with  the  particular  painter  of  the  Metropolitan  picture.  It  is  in 
the  method  and  process  of  painting  a  picture  at  that  time  that  we 
are  interested,  and  this  picture,  being  in  an  incomplete  state,  allows 
us  to  investigate  that  method. 

Only  the  lower  half  of  the  picture  has  been  completed,  and  re¬ 
membering  the  early  death  of  Patinir,  we  may  suppose  that  it  was 
thus  left  unfinished.  The  panel  was  prepared  with  a  white  gesso 
ground.  This  was  made  non-absorbent  by  a  glue  size  passed  several 
times  over  the  surface.  The  outlines  of  the  subject  were  then  drawn 
with  thin  pencil-like  lines.  In  this  way  the  contours  of  all  objects 
were  rendered  completely,  so  that  we  have  a  graphic  delineation  of 
the  subject.  The  touch  is  facile  and  light.  It  would  seem  that  the 
painter  invented  many  of  the  objects  as  he  drew,  and  that  the  outline 
was  not  traced  from  a  cartoon  as  was  customary.  The  light  and 
shade  has  not  been  added  at  this  state  of  the  process.  This  is  a 
departure  from  the  Flemish  method  as  practised  by  Van  Eyck.  In 
the  method  of  this  master  the  form  was  completely  rendered  in  light 
and  dark  monotone  before  the  local  color  was  applied.  This  is  in¬ 
disputably  illustrated  in  an  unfinished  picture  by  Jan  Van  Eyck  at 
Antwerp  in  which  the  form  is  completely  elaborated  and  definitively 
rendered  by  a  transparent  wash  of  coal  black.  But  the  painter  of  the 
Imaginary  Landscape  has,  in  the  first  process,  given  form  to  his 
objects  only  by  outline.  This  may  have  been  due  to  the  fact  that 
the  modeling  of  the  form  in  landscape  is  not  so  subtle  as  in  the 
delicate  gradations  of  the  figure,  and  would  therefore  be  unneces¬ 
sary.  This  method  would  then  have  the  advantage  of  placing  the 
color  over  an  absolutely  white  ground  and  in  consequence  enhance 
its  brilliancy.  On  the  other  hand,  it  would  eliminate  the  happy  con¬ 
trast  of  the  warm  glaze  placed  over  the  cool  undertone,  as  we  see  it 
in  the  earlier  masters.  The  method  exemplified  in  the  Imaginary 
Landscape  is  an  indication  of  the  process  later  followed  by  Rubens, 
in  which  the  dead  coloring  or  a  complete  rendering  of  form  in  cool 
monotone  has  been  eliminated  and  the  masses  are  painted  in  trans¬ 
parent  color,  directly  over  the  white  ground. 

The  next  step,  however,  was  to  place  a  warm  transparent  glaze. 
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probably  sienna,  over  the  whole  panel,  allowing  the  white  ground 
and  the  outline  to  clearly  show  through.  The  distant  fields  and  trees 
were  then  rendered  in  cool  transparent  blue  green,  through  which  is 
seen  the  warm  undertone.  The  trees  are  of  a  round  conventional 
form,  the  leafage  in  the  lighter  part  of  the  foliage  being  represented 
by  light,  minute  dots  of  raised  opaque  pigment,  which  in  turn  has 
been  glazed.  It  will  be  noted  that  only  in  the  detailed  touches  of  the 
high  lights  has  any  opaque  body  pigment  been  used. 

The  picture  having  thus  been  mapped  out  in  these  two  tones  of 
sienna  and  blue  green,  the  painter  then  proceeded  with  the  lower 
part  of  the  panel  and  completed  it  part  by  part.  The  colors  em¬ 
ployed  were  few:  a  warm  brown  earth  similar  to  sienna  (De  May- 
erne  mentions  an  English  brown  and  umber  in  his  list  of  pigments 
used  by  the  Flemish  masters)  ;  a  blue  green,  probably  verdigris, 
which  though  fugitive  under  general  conditions  has  proved  compara¬ 
tively  permanent  when  locked  up  in  varnish;  a  red  lake  as  seen  in 
the  colors  of  the  bridge  and  the  roof  of  the  castle;  and  a  warmer  red, 
probably  vermilion  and  ochre,  as  seen  in  the  robe  of  the  man  at  the 
left  and  the  dress  of  the  peasant  woman  following  the  soldier  below. 
But  although  the  palette  is  extremely  simple,  a  variation  of  hues  re¬ 
sults  when  the  color  is  applied  in  different  consistencies  allowing 
more  or  less  of  the  white  ground  to  show  through.  It  is  in  this  way 
also  that  the  modeling  is  attained.  It  will  be  observed  that  the  darks 
are  slightly  raised,  while  the  lights,  with  the  exception  of  the  small 
touches  of  high  lights,  are  as  smooth  as  the  ground  underneath.  This 
is  due  to  the  fact  that,  to  produce  great  depth  of  tone  and  at  the  same 
time  retain  its  richness,  the  color  must  be  applied  several  times,  each 
time  becoming  darker  but  never  completely  allowing  the  effect  of 
the  lighter  color  underneath  to  disappear.  The  process  is  somewhat 
similar  to  transparent  water-color  painting.  The  darks,  which  now 
seem  unrelated  to  their  neighboring  hues,  would  have  become  a  part 
of  the  general  tone  in  the  finished  picture.  Thus,  beginning  with  the 
principal  objects  in  the  foreground  and  completing  part  by  part  the 
miniature-like  detail,  later  retouching  and  correction  was  unneces¬ 
sary.  When  every  part  was  finished  the  picture  was  complete.  Al¬ 
though  this  method  rc(]uired  several  separate  processes,  each  pro¬ 
cess  was  exact  and  directly  related  to  the  next,  so  that  the  final  sur¬ 
face  is  pure  and  definitive.  It  is  this  absence  of  correction  which,  as 
we  have  seen,  was  the  result  of  the  process,  and  the  precise  manner 
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of  applying  the  color  without  intermixing,  that  explains,  in  part,  the 
perfect  preservation  of  the  pictures  by  the  early  Flemish  painters. 
The  medium  with  which  the  color  was  ground  was  oil,  and  when 
the  color  was  applied  an  oil  varnish  was  added,  most  probably  made 
of  amber.  This  not  only  thinned  the  color  as  required,  but  gave  to 
it  a  quality  unobtainable  in  any  other  way.  The  color  therefore  dried 
glossy  and  required  no  final  varnishing. 

This  definition  of  form  gave  to  subjects  entirely  imaginary  a 
great  sense  of  reality.  There  was  no  effort  to  produce  the  illusion  of 
light  other  than  as  it  revealed  form.  The  relative  values,  in  the 
modern  meaning  of  that  term,  are  therefore  entirely  arbitrary.  The 
light  and  dark  masses  are  introduced  for  purely  pictorial  purposes, 
to  clarify  the  design  and  give  significance  to  the  various  objects.  The 
present  picture  is  a  curious  composite  of  what  had  not  been  seen  but 
imagined,  and  that  which  had  been  seen  but  placed  in  an  imaginary 
setting.  Thus  we  note  in  the  extreme  distance  a  seaport  town  of 
that  time,  while  the  castellated  crags  in  the  center  of  the  picture  are 
purely  imaginary.  This  gives  to  the  subject  a  naive  relation  of  fact 
and  fancy. 


EARLY  AMERICAN  PEWTER  •  BY  FREDERIC  FAIR- 
CHILD  SHERMAN 

The  first  pewter  used  in  the  United  States  was  mostly  imported 
from  England  and  Holland,  where,  as  early  as  the  sixteenth 
century,  it  occupied  an  important  position  among  the  various 
household  articles  of  everyday  use.  Few  could  afford  at  that  time 
to  use  silverware  as  it  is  generally  used  today  and  the  baser  metal  as 
a  substitute  recommended  itself  for  many  reasons,  not  the  least  of 
which  we  may  be  sure  was  its  cheapness.  The  earliest  verified  date 
in  connection  with  the  manufacture  of  pewter  in  this  country  is  1665, 
that  of  the  will  of  Henry  Shrimpton  of  Boston,  a  brazier  who,  how¬ 
ever,  refers  to  several  thousand  pounds  of  pewter  ware  and  tools  for 
making  pewter,  proving  that  he  must  have  been  engaged  in  the  mak¬ 
ing  of  this  ware.  Earlier  than  this  it  is  almost  certainly  true  that 
pewter  was  made  in  the  American  colonies  but  no  reliable  record 
has  been  found  to  prove  the  fact.  The  great  majority  of  the  pieces 
one  will  find  in  the  antique  shops  bear  the  “touch”  marks  of  pew- 
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terers  of  the  late  eighteenth  and  early  nineteenth  century  if  they  bear 
any.  Among  them  one  may  chance  upon  a  fine  piece  once  in  a  while, 
but  good  pieces  are  generally  not  to  be  had  except  as  the  result  of 
some  search,  as  the  metal,  being  soft,  is  more  or  less  perishable  and 
much  of  it  has  unquestionably  been  “junked,”  because  of  its  low  value 
as  metal,  since  britannia  and  plated  ware  began  to  take  its  place  in 
the  market. 

The  pewterer  naturally  borrowed  his  forms  from  the  silversmith 
for  whose  works  he  was  producing  an  economical  substitute  and  this 
deprives  the  ware  of  considerable  of  the  interest  it  would  otherwise 
have  for  the  collector;  also  it  will  probably  always  have  more  to  do 
with  keeping  the  value  of  good  old  pewter  down  than  the  lower  value 
of  the  metal  itself.  One  of  the  few  forms  in  American  pewter  I 
have  encountered  to  which  I  have  found  no  close  parellel  in  early 
American  or  English  silver  is  the  large  church  flagon,  lo^  inches 
high,  with  tapering  cylindrical  body  and  scroll  handle,  made  by 
William  Calder  of  Providence,  R.  I.  (1824).  This  flagon  resembles 
closely  the  English  Communion  flagon,  in  pewter,  from  Middlehurst 
Church,  Sussex,  1677,  reproduced  as  the  frontispiece  to  Malcolm 
Bell’s  book  on  “Old  Pewter.”^  The  two  mugs,  4^  inches  high,  with 
similar  scroll  handles,  are,  curiously,  by  another  maker,  and  they 
are  shaped  somewhat  like  the  silver  mug  by  William  Simpkins  of 
Boston  (1704-1780)  shown  on  Plate  XII  of  the  catalogue  of  the 
Boston  Museum  Exhibition  of  American  Church  Silver  held  in  191 1. 
They  are  stamped  “Hall  &  Cotton.”  This  firm  does  not  figure  in 
Mr.  Gale’s  list  of  American  pewterers,^  but  that  may  be  simply 
because  he  found  no  record  to  substantiate  the  pieces  he  may  have 
seen  with  this  “touch.”  Certainly  these  mugs  have  every  appearance 
of  being  of  American  make.  There  has  been  little  investigation  of 
the  matter  and  it  is  probable  that  this  list,  which  contains  only  forty- 
four  entries  and  is  the  only  one  we  have  at  present,  could  be  greatly 
enlarged  if  any  systematic  effort  were  made.  It  is  to  be  hoped  that 
some  one  properly  equipped  for  the  task  will  undertake  it  in  the 
near  future,  so  that  there  may  not  continue  to  be  the  uncertainty  that 
there  is  at  present  in  regard  to  the  location  of  a  number  of  known 
pewterers,  whose  names  we  find  on  pieces  which  arc  in  every  proba¬ 
bility  of  American  make.  Such  a  task  would  entail  a  good  deal  of 

>  Old  Pewter.  By  Malcolm  Bell,  llluslralfd,  Rvo.  No  date.  Scribners.  New  York. 

-  Pewter  and  the  .Xmateiir  Collector.  By  MdwartI  J.  (jale.  lllustrah-d,  8vo.  190*). 
Scribners,  New  York. 
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research  in  local  history  and  the  vital  records  of  the  New  England 
states  and  New  York  particularly,  but  ought  to  yield  gratifying  re¬ 
sults  in  the  way  of  information  of  first-hand  importance  to  the  col¬ 
lector. 

The  three  plates  reproduced,  which  are  inches  in  diameter, 
and  the  two  small  lamps,  which  are  4  inches  high,  are  again  by  Wil¬ 
liam  Calder.  That  they  are  late  examples  of  his  work  is  evident  from 
the  fact  that  the  curve  on  the  under  side  of  the  plates  between  the 
body  and  the  rim  show  none  of  the  hammer  marks  of  the  conscien¬ 
tious  early  workmanship.  The  date,  1824,  given  to  Calder  in  the  list 
previously  mentioned  is  simply  that  of  a  city  directory  containing  his 
name  and  occupation.  It  is  perhaps  more  likely  than  not  to  stand 
toward  the  end  of  his  career  as  a  manufacturer  rather  than  near  its 
beginning,  as  the  production  of  pewter  did  not  continue  long  there¬ 
after. 

Our  two  tall  lamps,  8^  inches  high,  show  a  variation  in  form 
from  that  illustrated  in  Mr.  Gale’s  book,  Plate  XXV.  They  are 
by  the  same  maker,  however,  Roswell  Gleason  of  Dorchester,  Mass. 
(1830)  and  bear  his  mark.  The  whale-oil  lamp  is  possibly  the  only 
original  and  at  the  same  time  characteristically  American  object  one 
will  find  in  the  way  of  pewter  and  no  collection  is  complete  that  does 
not  include  one  or  more  of  them. 

The  tall  mug  with  curved  body,  rounded  bottom  and  splayed 
base,  6  inches  high,  at  the  left  of  the  flagon  in  the  reproduction,  is 
by  John  Trask  of  Boston  (1825).  Its  similarity  to  the  silver  of  the 
period  is  patent.  The  small  mug,  2/4  inches  high,  at  the  right  of 
the  flagon,  is  also  the  counterpart  of  any  number  of  silver  mugs  of  the 
time.  Its  interest  for  us  lies  in  its  probable  American  origin  and  the 
mark  “Watts  &  Harton”  which,  again,  is  not  in  the  Gale  list. 
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